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Abstract 
This thesis examines the collection and display of Aboriginal and Asian art at the 
Queensland Art Gallery (QAG) during the period from the move to the current South 
Bank site in 1982, until 2000. It investigates the increasing prominence and 
legitimisation accorded to these two collection areas. It demonstrates how QAG' s 
initiatives in these domains, in particular the Asia-Pacific Triennials of Contemporary 
Art, have enabled the institution to 'make its mark' and distinguish itself from other 
Australian art museums. By analysing collection and display practices, the study also 
addresses some of the challenges faced by the Gallery in presenting the art of differing 
cultures. 
While most collection histories are commissioned by the institution under analysis, and 
much of the research into cross-cultural representation in art museums focuses on 
individual exhibitions, this dissertation presents a critical, comprehensive and 
disinterested view of collection and display at a specific institution during a period 
when the Eurocentric art historical narratives in public galleries were being challenged. 
This investigation of the combined areas of Aboriginal and Asian art, and QAG' s 
initiatives in representing cultural pluralism, raises issues that are both specific to 
Australia and relevant to other art museums. The study thus contributes to museological 
history, theory and practice. 
The dissertation adopts an 'institutional perspective' and focuses on a series of 
significant exhibitions and collection hangs to determine how classificatory and 
exhibition practices have been transformed as Aboriginal and contemporary Asian art 
increased in status. Questions of power and agency, as well as the relevance of 
'processes' of production, and pluralist approaches in mounting cross-cultural 
presentations, are significant issues examined in this work. By investigating where and 
how these two collection areas have been positioned - both literally and conceptually -
within the Gallery and the wider artworld, this analysis provides important insights into 
the ways that curatorial practice shifted during the period covered by the study. 
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CHAPTER 1 
Artworlds 
My entire scientific enterprise is indeed based on the belief that the deepest logic 
of the social world can be grasped only if one plunges into the particularity of an 
empirical reality, historically located and dated, but with the objective of 
constructing it as a 'special case of what is possible', as Bachelard puts it. 1 
Fig 1.1 The Queensland Art Gallery 
In May 2000 Queensland Premier Peter Beattie and Arts Minister Matt Foley 
announced an international architectural competition to design the Queensland Gallery 
of Modern Art (QGOMA). Minister Foley declared that the new institution 'will 
consolidate the Gallery's international profile and make it the pre-eminent art museum 
in the Asia Pacific region dealing with modern and contemporary Asian and Pacific 
art' .2 Several months later, in January 2001 with Federation centenary celebrations in 
full swing, Brisbane's The Courier Mail presented a colour feature in which the 
Queensland Art Gallery (QAG) nominated its ten most significant Australian paintings, 
one for each decade from Federation to the present. Significantly the last two decades 
were represented by Aboriginal works: Clifford Possum Tjapaltjarri' s Women's 
ceremonial design (1983) for the 1980s, and Judy Watson's Tapestry cartoon for 
'Midden' ( 1995) for the final decade. Curator of Australian Art, Julie Ewington stated in 
the accompanying interview: 'This selection is saying what we value' ... 'what people 
ask for now is to see Australian art, and indigenous art' .3 In 2006 as QAG expands into 
a single, two-site institution with the imminent completion of the Queensland Gallery of 
1 Pierre Bourdieu, Practical Reason: On the Theory of Action (Cambridge: Polity Press, 1998), 16. 
2 Foley quoted in Hon. Peter Beattie, 'Queensland to Get World Class Gallery of Modern Art,' (Media 
statement, 16 May 2000). 
3 Ewington quoted in Rosemary Sorensen, 'Gallery's Top 10 reveals what we value,' The Courier Mail, 20 
January 2001, 9. 
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Modem Art, both Aboriginal and contemporary Asian art are nominated as playing an 
important role in the new institution. QGOMA's vision statement highlights the 
institution's significant contemporary Asian art collection, presents Aboriginal and 
Torres Strait Islander (ATSI) art as a distinct category, and suggests both collection 
areas will be accorded a distinguished position in the expanded Gallery.4 
Over 40 years earlier, in a thesis entitled 'An Art Gallery for Queensland', P J Moroney 
also acknowledged the importance of Aboriginal and Asian art when he observed: 
Every Australian Gallery should endeavour to provide a chronological survey of 
Australian Painting, from the early artists to those of the present day, and should 
include a section showing the bark paintings of the Australian Aboriginal. 
Australians should take more interest in the whole of the East, as much for our 
material as for our artistic benefit. The more we know of Oriental peoples, the 
better we will understand them- and they are our neighbours.5 
Although Moroney' s comments are noteworthy in foreshadowing future collection 
emphases at QAG, it took many years before Indigenous Australian and Asian art held a 
significant place at the Gallery. In 1982, when QAG moved to its current South Bank 
premises these aspects of the collection were barely visible, but by the year 2000, both 
collection areas were conspicuous and continue to be so. How and why then, did QAG 
reach this point where Aboriginal and contemporary Asian art are accorded such 
prominence ?6 
This thesis examines how and why these particular shifts have occurred and analyses 
their impact on the institution. In doing so, the study addresses some of the challenges 
faced by the Gallery in representing the art of differing cultures. The dissertation 
investigates a series of journeys - the journey of a particular art museum during a 
specific period in history, and the movement of two 'categories' of art within that 
institution. It documents a discursive history of collection and display focusing on the 
shifting trajectories of Aboriginal and contemporary Asian art at QAG, during the 
4 Queensland Art Gallery, Queensland Gallery of Modern Art information page (Queensland Art Gallery, 
2001 [Accessed 23 July 2001)); available from <http://www.qag.qld.gov.au/goma/index.html>. 
5 P J Moroney, 'An Art Gallery for Queensland' (Unpublished thesis, University of Queensland, 1958), 8. 
6 For ease of reading, the Queensland Art Gallery will be referred to as 'QAG' and not 'the QAG' within 
this thesis. The terms Aboriginal art and Indigenous art used throughout the thesis collectively refer to 
Australian Aboriginal and Torres Strait Islander art. Although the Gallery gives prominence to its 
collection of Asia-Pacific art, in the period covered by this study QAG has given greater emphasis to the 
collection and display of Asian art. This dissertation will focus on Aboriginal and Asian art only and 
although QAG's collection and display of Pacific art is also a rich area for analysis, an examination of 
this field is beyond the scope of the thesis. 
2 
period from the move to the current gallery in 1982, until 2000. The Gallery's activities 
over this time have seen an increasing status accorded to Aboriginal art, and the 
development of a distinctive collection focus on contemporary Asian art. These 
initiatives, which include the instigation of the Asia-Pacific Triennials of Contemporary 
Art (APT), have played a role in enhancing the institution's national and international 
standing. 
The Gallery's collection and display decisions in these spheres represent a particular 
'case of the possible'. They demonstrate ways in which the institution has addressed 
opportunities to 'make its mark' and distinguish itself from similar institutions.7 QAG's 
particular story is partially the result of specific conditions of time and place, combined 
with the influence of certain individuals. At the same time, it provides an edifying 
example of broader social practices identified by theorists such as Bourdieu, Dickie, 
Danto and Becker as characteristic of the distinctive domain variously identified as 'the 
artworld' or 'the field of cultural production' .8 In addition, the Gallery's actions reveal 
shifts in contemporary museological theory and practice and can be considered in the 
light of changing modes of collection, display and classification in public art museums. 
An investigation of Aboriginal and contemporary Asian art is an unusual combination 
for analysis, but reflects particular policy directives at QAG, and collection areas which 
the Gallery now repeatedly nominates as being significant to the institution and its 
standing within the artworld. The study of these two domains raises issues that are 
specific to Australia but which can be extrapolated to wider contexts. The thesis 
engages with postcolonial debates contesting the presentation of Eurocentric art 
historical narratives and reveals how changes to 'exclusionary structures of cultural 
valuation' 9 were played out within a specific institution. An analysis of QAG's varied 
strategies in collecting and exhibiting the art of these differing cultures and the 
Gallery's initiatives in representing cultural pluralism, is ofrelevance not only to the 
institution itself but also to other museums traversing this complex territory. Moreover, 
the shifts at QAG demonstrate how exhibitions and acquisitions become signifiers of 
7 Pierre Bourdieu, The Field of Cultural Production, ed. Randal Johnson, 2000 ed. (Cambridge: Polity 
Press, 1993), 58. 
8 Key works by these theorists include: Howard S Becker, Art Worlds (Berkeley, Los Angeles & London: 
University of California Press, 1982), Bourdieu, The Field of Cultural Production, Pierre Bourdieu, The 
Rules of Art: Genesis and Structure of the Literary Field (Cambridge: Polity Press, 1996), Arthur Danto, 
'The Artworld,' Journal of Philosophy 61, no. 19 (1964), George Dickie, Art and the Aesthetic: An 
Institutional Analysis (New York and London: Cornell University Press, 1974). 
9 Austin Harrington, Art and Social Theory (Cambridge, UK: Polity Press, 2004), 49. 
3 
meanings beyond their primary function as works of art and reinforce Peter Vergo' s 
statement that 'the very act of collecting [and exhibiting] has a political or ideological or 
aesthetic dimension which can't be overlooked' .10 The detailed examination of this 
collection history, in one particular institution over two decades, is thus an important 
contribution to museological and curatorial history, theory and practice. The study 
draws on various fields including museum and curatorial studies, art history, 
anthropology, cultural studies, postcolonial theory and the sociology of art. 
QAG's collection and display practices are investigated primarily through a series of 
significant exhibitions and major collection re-hangs, as these afford an understanding 
of major challenges and changes within the institution. Aboriginal and contemporary 
Asian art are examined both separately and collectively within the structure of the study. 
Wherever possible I have relied on written sources and images, including strategic and 
operational plans, acquisition policies, annual reports, exhibition and collection reviews, 
catalogues and books, media releases, education kits, and conference papers. These 
documents, which detail the institution's internal decisions and public assertions, have 
been balanced with external critical commentary from journals, conference papers and 
the media. This information has been complemented by interviews with past and present 
QAG staff and other relevant personnel. The latter strategy has provided valuable 
insights but has been tempered by an awareness that memory can be both selective and 
subjective. Postmodernist and postcolonial discourses have highlighted the inadequacies 
of historical narratives that are presented as being singular and definitive, and while 
every effort has been made to ensure accuracy in this study, it remains a partial story 
focusing on particular aspects of the institution's collection history. 
The examination of particular 'categorisations' of artistic production necessitates 
frequent references to Aboriginal and contemporary Asian art as 'cultural wholes'. 
There are problematic aspects to this approach because it implies a range of 
assumptions, including understandings of what actually constitutes Aboriginal and 
contemporary Asian art and the implications of representing them as collective entities. 
In his influential text Orientalism, Edward Said has demonstrated how Western scholars 
and writers have created a fixed, stereotyped concept of the East as a remote and exotic 
'other' which has been pervasive in the European imaginary. Constructions of 
10 Peter Vergo, 'Introduction,' in The New Museology, ed. Peter Vergo (London: Reaktion Books, 1989), 
2. 
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Aboriginality by European Australians have also operated through a form of distancing, 
as Jeremy Beckett argues in Past and Present: The Construction of Aboriginality. 
Beckett asserts that versions of Aboriginality are formulated by drawing on the past and 
embracing notions of an authentic, traditional culture, but he counters that Aboriginal 
cultures are diverse and historically situated, and that Aboriginality is a contingent, 
'imagined community' .11 Although presenting particular racial or cultural groups as 
constructed 'wholes' can risk homogenising and essentialising, I will argue that both 
Aboriginal and contemporary Asian art incorporate varied practices and while 
collectively they can be employed for politically strategic reasons, they also constitute 
contingent, fluid groupings. 
As Derrida asserts in his discussion of the concept of differance, cultural identities are 
not fixed or defined by fundamental characteristics, instead identities are constructed in 
a relational way, through signifying practices, in relation to what they are not. 12 Within 
the signifying codes of the art museum, the art of 'other' cultures has been differentiated 
through practices such as separation, display in marginal spaces, extensive 
contextualisation, and absence. One of the primary concerns of this study is how the 
Gallery has addressed cultural difference in the presentation of Aboriginal and Asian 
art, hence despite their limitations, these categorisations are useful in revealing 
significant changes that have occurred at QAG and other art museums. Although the 
nature of collection and display in major public art institutions typically involves 
cultural classifications, the escalating status of Indigenous and contemporary Asian art 
at QAG and elsewhere, has played a role in unsettling the fixity of these categorisations. 
In addition, the legitimising and consecrating functions of public institutions such as 
QAG can also play a role in perpetuating or dismantling existing taxonomies. 
There is a large body of writing addressing the representation of differing cultures in 
museums, encompassing issues such as power relations and politics, agency, 
authenticity, 'primitivism' and 'orientalism', repatriation, classification and 
contextualisation.13 Analyses of such practices in art galleries tend to examine particular 
11 Jeremy Beckett, ed., Past and Present: The Construction of Aboriginality (Canberra: Aboriginal 
Studies Press, 1988; reprint, 1994), Edward W Said, Orienta/ism, 1995 ed. (London: Penguin, 1978). 
12 See, for example, Jacques Derrida, 'Differance,' in A Derrida Reader, eds. Peggy Kamuf and Jean-
Francoise Lyotard (New York: Columbia University Press, 1991). 
13 Influential examples from an extensive body of literature include James Clifford, The Predicament of 
Culture: Twentieth-Century Ethnography, Literature and Art (Cambridge: Harvard University Press, 
1988), Shelley Errington, The Death of Authentic Primitive Art and Other Tales of Progress (Berkeley: 
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exhibitions, while extensive studies of specific art institutions are less common.14 
General histories of collecting practices in Australian art museums have primarily been 
commissioned by the institution under analysis and, as such, promote the positive while 
avoiding wide-ranging critical investigations, whereas few scholarly studies exist to 
provide an alternative perspective. 15 Comprehensive publications, such as Brought to 
Light and Building the Collection, provide insightful essays on the collections of QAG 
and the National Gallery of Australia (NGA) respectively, but in both cases emphasis is 
given to the strengths of each institution's holdings, although Yiribana, which examines 
the development of the Indigenous art collection at the Art Gallery of New South Wales 
(AGNSW), does offer some critical analysis of past collecting practices.16 Similarly, 
Susan Cochrane' s Aboriginal Art Collections: Highlights from Australia's Public 
Museums and Galleries which features commentaries by curators, contains valuable 
information but lacks detailed analysis. 17 
University of California Press, 1998), Elizabeth Hallam and Brian V Street, eds., Cultural Encounters: 
Representing 'otherness' (London and New York: Routledge, 2000), Susan Hiller, ed., The Myth of 
Primitivism: Perspectives on Art (London and New York: Routledge, 1991), I Karp, C Mullen-Kreamer, 
and S Lavine, eds., Museums and Communities: The Politics of Public Culture (Washington: Smithsonian 
Institution Press, 1992), Ivan Karp and Steven D Lavine, eds., Exhibiting Cultures: The Poetics and 
Politics of Museum Display (Washington and London: Smithsonian Institution Press, 1991 ), Robert 
Lumley, ed., The Museum Time-Machine: putting cultures on display (London and New York: 
Routledge, 1988), Sharon Macdonald and Gordon Fyfe, eds., Theorizing Museums: Representing Identity 
and Diversity in a Changing World (Oxford: Blackwell Publishers/ The Sociological Review, 1996), 
George E Marcus and Fred R Myers, eds., The Traffic in Art and Culture: Refiguring Art and 
Anthropology (Berkeley: University of California Press, 1995), Moira McLoughlin, Museums and the 
Representation of Native Canadians: Negotiating the Borders of Culture (New York and London: 
Garland Publishing, Inc, 1999), Fred R Myers, Painting Culture: The Making of an Aboriginal High Art 
(Durham and London: Duke University Press, 2002), Sally Price, Primitive Art in Civilized Places 
(Chicago & London: The University of Chicago Press, 1989), Moira G Simpson, Making 
Representations: Museums in the Post-Colonial Era (London and New York: Routledge, 1996). 
14 Some insightful analyses of individual exhibitions can be found in Clifford, The Predicament of 
Culture: Twentieth-Century Ethnography, Literature and Art, Reesa Greenberg, Bruce W. Ferguson, and 
Sandy Nairne, eds., Thinking about Exhibitions (London: Routledge, 1996), Price, Primitive Art in 
Civilized Places. 
15 Art Gallery of New South Wales, Portrait of a Gallery (Sydney: Trustees of the AGNSW, 1984), Ann 
Galbally, The Collections of the National Gallery of Victoria (Melbourne: Oxford University Press, 
1987), Mervyn Horton and David Thomas, eds., Art Gallery of South Australia 1881-1981 (Adelaide: Art 
Gallery of South Australia, 1981), Bernice Murphy, Museum of Contemporary Art: Vision and Context 
(Sydney: Museum of Contemporary Art, 1993). present histories sponsored by the institution while 
independent analyses are provided by Elizabeth Cant, Collecting and Curatorship: The Art Gallery of 
South Australia 1920-1959 (Henley Beach, Adelaide: Seaview Press, 2000), Darryl Collins, 'Asian Art 
and Australia: 1830s - 1930s' (Unpublished MA thesis, Australian National University, 1992). 
16 Pauline Green, ed., Building the Collection (Canberra: National Gallery of Australia, 2003), Margo 
Neale, Yiribana: An introduction to the Aboriginal and Torres Strait Islander Collection, The Art Gallery 
of New South Wales (Sydney: The Art Gallery of New South Wales, 1994), Lynne Seear and Julie 
Ewington, eds., Brought to Light: Australian Art I850-1965 (South Brisbane: Queensland Art Gallery, 
1998). 
17 Susan Cochrane, ed., Aboriginal Art Collections: Highlights from Australia's Public Museums and 
Galleries (Sydney: Craftsman House, 2001). 
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In-house publications examining collection development at QAG contribute to an 
understanding of shifts within the institution, but understandably frame the Gallery in a 
favourable light, focusing on strengths and inclusions rather than weaknesses and 
absences. In contrast, internal Gallery documents are more forthright about collection 
shortcomings. 18 Moroney' s thesis, 'An Art Gallery for Queensland', gives a frank 
appraisal of weaknesses in the Gallery's collections and suggests the need for 'a 
different approach' to collection and display as means of addressing the institution's 
limited holdings.19 Queensland Art Gallery: Selected Works and Queensland Art 
Gallery: Retrospect and Prospect, both present an institutional history and overview of 
the collection around the time of the 1982 move to the current South Bank location, and 
emphasise the European and British collections.20 Published over a decade later in 1996, 
Brought to Light fleshes out 'the chequered history of the gallery' by providing detailed 
essays on individual works from the period 1850 to 1965, arguing that QAG's 
collection represents a history of changing tastes and a 'series of short stories' rather 
than a grand narrative.21 
A history and analysis of the institution's Indigenous collection by Margie West, 
commissioned in the early 1990s but never published, provides valuable information 
which has informed this study as well as Gallery publications such as Brought to 
Light.22 Despite the fact that several other state galleries have released publications 
surveying their Aboriginal and Asian art holdings, QAG has not yet produced a text 
focused solely on its profile collections of Aboriginal or contemporary Asian art.23 
Nevertheless, catalogues accompanying each of the APTs include extensive essays 
18 The latter include reports such as Queensland Art Gallery, 'Asia-Pacific Triennial of Contemporary Art, 
1993, Exhibition Report,' (South Brisbane: Queensland Art Gallery, 1994), Queensland Art Gallery, 
'Periodic Review and Analysis of Collection Policies,' (1996), Chris Saines, 'Review of the Strategic 
Development of the Queensland Art Gallery Collection for the period July 1990 to December 1991,' 
(Queensland Art Gallery, December 1991), Margie West, 'The Queensland Art Gallery Aboriginal 
Collections, Proposal for Future Acquisitions Policy,' (Queensland Art Gallery, January 1993). 
19 Moroney, 'An Art Gallery for Queensland', 9. 
20 Mervyn Horton, ed., Queensland Art Gallery: Retrospect and Prospect, Special issue of Art and 
Australia, 4, Winter 1983 ed. (Sydney: Fine Arts Press, 1983), Queensland Art Gallery, Queensland Art 
Gallery: Selected Works (South Brisbane: Queensland Art Gallery, 1982). 
21 Julie Ewington, 'Introduction,' in Brought to Light: Australian Art 1850-1965, eds. Lynne Seear and 
Julie Ewington (South Brisbane: Queensland Art Gallery, 1998), 15-16, Seear and Ewington, eds., 
Brought to Light: Australian Art 1850-1965. 
22 Margie West, 'Aboriginal art from the Queensland Art Gallery Collection,' (l 994 ). 
23 Brenda L Croft, ed., Indigenous Art, Art Gallery of Western Australia (Perth: Art Gallery of Western 
Australia, 2001 ), Jacqueline Menzies, Asian Collection: Handbook (Sydney: Art Gallery of New South 
Wales, 2000), Mae Anna Pang, Asian Art in the International Collections of the National Gallery of 
Victoria (Melbourne: National Gallery of Victoria, 2003), Hetti Perkins, Tradition Today: Indigenous Art 
in Australia (Sydney: Art Gallery of New South Wales, 2004), Judith Ryan, Indigenous Australian Art in 
the National Gallery of Victoria (Melbourne: National Gallery of Victoria, 2002). 
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detailing curatorial rationales, selection and display decisions, while the publications 
emanating from the Triennial conferences provide a valuable forum for debate over 
QAG' s initiatives in this realm. 24 In addition, an unpublished Masters thesis by 
Christine Clark and Simon Elliot documents the development of the First APT and 
argues that it was not primarily a project in the service of government economic policy 
as some critics have claimed.25 To a lesser extent, Gallery catalogues complementing 
major Indigenous art exhibitions offer some insight into institutional philosophy and 
practices underpinning the presentation of Aboriginal art, although they do not directly 
deal with collection development.26 The dissertation thus seeks to contribute to this 
body of knowledge by presenting a detailed and disinterested view of collection and 
display initiatives at QAG. It must also be acknowledged, however, that my research 
has been greatly assisted by the willingness of the institution to open itself to scrutiny. 
The structure of artworlds 
The legitimisation and representation of the art of particular cultural groups within the 
Gallery's spaces, and the acquisition, exhibition and display strategies employed to 
achieve this, are principal themes in this dissertation. Interwoven with these processes 
is the shift in status of the institution itself as a result of some of its actions in this 
domain. I will draw on institutional theories of art and Bourdieu's analysis of 'the field 
of cultural production' to provide insights into QAG's initiatives, locating them within 
24 Janet Hogan, ed., The First Asia-Pacific Triennial of Contemporary Art (South Brisbane: Queensland 
Art Gallery, 1993), Lynne Seear, ed., APT 2002: Asia-Pacific Triennial of Contemporary Art 
(Queensland Art Gallery: South Brisbane, 2002), Caroline Turner, ed., Tradition and Change: 
Contemporary Art of Asia and the Pacific (St Lucia: University of Queensland Press, 1993), Caroline 
Turner and Rhana Devenport, eds., Present Encounters: Papers from the Conference of the Second Asia-
Pacific Triennial of Contemporary Art 1996 (South Brisbane: Queensland Art Gallery, 1997), Caroline 
Turner and Rhana Devenport, eds., The Second Asia-Pacific Triennial of Contemporary Art (South 
Brisbane: Queensland Art Gallery, 1996), Caroline Turner and Morris Low, eds., Beyond the Future, 
Papers from the conference of the Third Asia-Pacific Triennial of Contemporary Art Brisbane. 10-12 
September, 1999 (South Brisbane: Queensland Art Gallery, 2000), Jennifer Webb, ed., Beyond the 
Future: The Third Asia-Pacific Triennial of Contemporary Art (South Brisbane: Queensland Art Gallery, 
1999). 
25 Christine Clark and Simon Elliot, 'The Status of the Visual Arts in Australia's Policies Towards Asia: 
The Case of "The First Asia-Pacific Triennial of Contemporary Art, 1993 '" (Unpublished Masters thesis, 
Griffith University, 1994). 
26 Margo Neale, Pathways 1 - Changes and Exchanges: The Indigenous Australian Collection in a 
Contemporary Context (South Brisbane: Queensland Art Gallery, 1995), Margo Neale, ed., Emily Kame 
Kngwarreye - Alhalkere - Paintings from Utopia (Melbourne: Queensland Art Gallery and Macmillan 
Australia, 1998), Queensland Art Gallery, Balance 1990: Views, Visions, Influences (Brisbane: 
Queensland Art Gallery, 1990), Ian Were, ed., Story Place: Indigenous Art of Cape York and the 
Rainforest (South Brisbane: Queensland Art Gallery, 2003), Margie KC West, The Inspired Dream: Life 
as Art in Aboriginal Australia (Brisbane: Queensland Art Gallery, 1988). 
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the wider context of artworld practices, and identifying the role of art museums in the 
'symbolic production' or production of value of works of art. While liberal humanist art 
history has traditionally concentrated on individual practitioners and their work, 
emphasising creative genius and the autonomy of the artistic field, institutional theories 
address the wider socio-cultural practices that facilitate the creation, reception and 
production of value of a work of art. Arthur Danto adopts the term 'artworld' in his 
1964 discussion of these non-exhibited properties of art, and both George Dickie and 
Howard Becker have provided insights into the 'rich structure in which particular works 
of art are embedded' .27 
Dickie and Becker describe the artworld as a realm comprised of practices and 
relationships constituting the physical and symbolic production, circulation, and 
consumption of art. 28 An art museum such as QAG is an integral part of this framework 
and the Gallery's initiatives in collection and display can be understood as occurring 
within the matrix of structures and relationships that constitute this 'artworld' or 'field 
of cultural production'. Institutional theories are relevant to this analysis because they 
reveal how curatorial functions take place within the constraints of this complex 
matrix.29 I will apply these ideas to highlight the role of institutional and curatorial 
authority in 'conferring status' on various objects, classifying them within categories of 
artistic production and contributing to their value. 
Pierre Bourdieu extends institutional analysis by examining the power relations that 
facilitate the legitimisation of art works, and the structures that reproduce these actions. 
For Bourdieu, the 'artworld' is a domain of activity operating within 'the field of 
cultural production', which he defines as encompassing producers, institutions and 
artworks and their position takings within the field; the structure of the field itself; the 
power that is wielded within it; and the various forms of capital accrued. Bourdieu 
argues that the cultural field is essentially relational, as agents within it seek positions of 
27 Becker, Art Worlds, Danto, 'The Artworld.', Dickie, Art and the Aesthetic: An Institutional Analysis, 29. 
28 Becker, Art Worlds, Dickie, Art and the Aesthetic: An Institutional Analysis. Danto and Dickie analyse 
the properties and structures that differentiate works such as Warhol's Brillo Carton, or Duchamp's 
'ready-mades' as examples of art, and which prevent them from reverting to the mundane objects that 
they are. Their argument that only an appropriate art institution is required to determine whether an object 
is art or not has a number of limitations and does not allow, for example, for non-exhibited works or 
individual aesthetic judgements. 
29 Rami Carmen Ramirez, 'Brokering Identities: Art curators and the politics of cultural representation,' in 
Thinking about Exhibitions, eds. Reesa Greenberg, Bruce W Ferguson, and Sandy Nairne (London: 
Routledge, 1996), 22. 
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greater prominence and undertake activity that creates distinctions from others. 30 I will 
investigate the actions of QAG during the period covered by this study in the light of 
these particular facets of Bourdieu' s theory of the cultural field. 
Actions that cause an art museum to distinguish itself favourably from others in the 
field can accrue status and prestige for that institution. Distinction and prominence 
within the artworld are linked to the concept of capital in Bourdieu's model and as 
Craig Calhoun asserts, one of Bourdieu' s 'key original insights' is that 'there are 
immaterial forms of capital - cultural, symbolic, and social - as well as a material or 
economic form'. 31 An institution's attainment of status and recognition enables it to 
wield greater authority and power within this domain. These elements provide the 
foundations of symbolic capital and constitute significant 'currency' within the cultural 
field, as does an agent's ability to consecrate and invest artistic production with value or 
belief in its value. According to Bourdieu, the artistic field is characterised by struggles 
to maintain or obtain symbolic capital and thus, for an artist or an art institution: 
the only legitimate accumulation [of capital] consists in making a name for 
oneself, a known, recognized name, a capital of consecration implying a power 
to consecrate objects (with a trademark or signature) or persons (through 
publication, exhibition, etc.) and therefore to give value, and to appropriate 
profits from this operation.32 
As I will argue, over the past 20 years Aboriginal and contemporary Asian art have 
increased their value as forms of symbolic capital within Australian public art 
institutions, and QAG's efforts to acquire and display such work has constituted part of 
its own efforts to boost its status in the field. 
Bourdieu's theories privileging prestige and peer recognition are directed primarily at 
activities in what he terms the autonomous 'subfield of restricted production', which 
encompasses 'art for art's sake', produced for an artistically knowledgeable audience of 
peers and characterised by 'disinterested behaviours' and a 'collective disavowal of 
commercial interests and profits' .33 He visualises the structure and relationships 
constituting the overall field in a diagram that divides this sphere into subfields. 
30 Bourdieu, The Field of Cultural Production, Bourdieu, The Rules of Art: Genesis and Structure of the 
Literary Field. 
31 Craig Calhoun, 'Habitus, Field, and Capital: The Question of Historical Specificity,' in Bourdieu: 
Critical Perspectives, eds. C Calhoun, E LiPuma, and M Postone (Cambridge: Polity Press, 1993; reprint, 
1995), 69. 
32 Bourdieu, The Field of Cultural Production, 75. 
33 Ibid. 
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Operating at the opposite extremity to the 'restricted field' are those agents seeking 
popular recognition and maximum commercial gain as a fundamental raison d'etre. 
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Fig 1.2 Diagram of the field of cultural production applied to the French literary field in 
the second half of the 19th century. The left hand side represents the 'restricted field'. 
(Bourdieu, The Field of Cultural Production, 1993 ). 
This polarisation of activities and categories reveals a weakness in Bourdieu's schema 
which has not accounted for factors such as the fluid boundaries between high and 
popular culture, the role of corporate sponsorship in the artworld, and the embracing of 
entrepreneurial practices by some prestigious practitioners. 34 In addition, the practice of 
many Aboriginal artists can be informed by cultural complexities that do not readily 
interconnect with the version of avant-gardism grounded in notions of originality and 
innovation exemplified by work in the restricted subfield, and yet works by such artists 
are among the most consecrated in this domain in Australia and elsewhere. Although a 
number of Bourdieu' s ideas are relevant to this study, as I will argue, a present day 
public gallery such as QAG straddles both the restricted and popular/commercial 
domains because its ability to acquire certain art forms is influenced by economic, 
34 While Bourdieu's schema provides a basic framework it is clear that not all avant-garde art can be 
easily located in this polarised perspective. British artist Damien Hirst who 'represents a new kind of 
entrepreneurial market oriented artist', following on from earlier 'subversions' by artists such as 
Duchamp and Warhol, whose operations 'represent the witty and candid outing of the placement of the 
artist within the capitalist mode of production', is one of a number of artists whose practice challenges the 
precision of this model. Roger Cook, 'The mediated manufacture of an "avant-garde": a Bourdieusian 
analysis of the field of contemporary art in London,' in Reading Bourdieu on Society and Culture, ed. 
Bridget Fowler (Oxford, UK and Malden, USA: Blackwell Publishers and The Sociological Review, 
2000), 173. 
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political and cultural policies and as a result, both economic and symbolic capital 
combine to engender authority for the institution. 
In 1982 when QAG moved to its South Brisbane premises it was clearly considered a 
lesser player in the field of Australian public art galleries. In subsequent years it has 
developed strategies to improve its position in order to achieve a greater degree of 
prominence and distinction. Such actions are characteristic of operations in this domain. 
The field is a dynamic entity, marked by constant shifts in position takings manifest 
through struggles between those in positions of power and their strategies to maintain 
this status, and the newcomers or usurpers who seek to unsettle the structure and assert 
their own distinctiveness. According to Bourdieu, activity in this domain incorporates 
an ongoing encounter 'between orthodoxy and heresy,' between 'those who dominate 
the field of production and the market through the economic and symbolic capital they 
have been able to accumulate in earlier struggles' and 'the newcomers' .35 
In the dynamics of the relationship Bourdieu describes, dominant agents seek to 
preserve their accumulated capital by operating 'essentially defensive strategies, 
designed to perpetuate the status quo by maintaining themselves and the principles on 
which their dominance is based' while 'it is left to the initiative of the challengers' to 
'call into question the unproblematic, taken-for-granted world of the dominant 
groups' ... 'overturning the hierarchy of the field without disturbing the principles on 
which the field is based' .36 For QAG, the prospect of 'challenging' the larger galleries 
by replicating and surpassing their collection strategies was not a feasible option. The 
Gallery sought to distinguish itself through difference, by looking for new or neglected 
areas for acquisition so it could be 'ahead of the game' and break from expected 
patterns of collecting. I will argue that in its initially risky plan to foreground 
contemporary Asian art, QAG was instigating such a challenge to the status quo. 
Apart from initiatives that distinguish the institution as a whole, public art museums can 
play a role in the production of value of the art they acquire. Galleries, critics and 
dealers engage in the production of discourse and value around a work that contributes 
to its meaning and invests it with varying degrees of legitimacy and prestige. This 
acknowledgement and status comes from the artworld and is determined by those 
35 Bourdieu, The Field of Cultural Production, 83. 
36 Ibid. 
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operating within it, but it is principally those who hold the greatest prominence within 
the field who are the gatekeepers, possessing the most power to assign the public 
meaning and value of a work. Curators in public art institutions therefore contribute in 
ascribing symbolic value to particular artists or works, depending on the degree of their 
personal, or their institution's legitimacy and status within the field. 37 
While Bourdieu' s framework provides a context for this study of the Gallery's actions 
and initiatives in garnering recognition and boosting its position within the artworld, 
this model does not neatly encapsulate the transformations that occurred at QAG, which 
cannot only be ascribed to an institutional disposition to change. A significant drawback 
to the use of an institutional approach is that it plays down the influence of particular 
individuals in initiating change or advocating specific strategies concerning Aboriginal 
and Asian art. Although Bourdieu addresses individual agency through the concept of 
'habitus' - a disposition to act in particular ways influenced by the conditions and 
characteristics of the field - action is seen as occurring within the constraints of certain 
socially inscribed attitudes, so that the impact of individual action or creativity is not 
emphasised.38 I will argue that QAG demonstrated an institutional disposition to 
improve its position, but that other factors needed to coalesce in order facilitate change. 
The vision and interests of particular individuals and historically specific conditions of 
time and place, were further factors contributing to significant shifts within the 
institution. Thus, while this study focuses on QAG as an institutional entity, the role and 
impact of key individuals will also be addressed, and questions concerning the agency 
of those being represented will be analysed. 
The increasing legitimisation of both Aboriginal and contemporary Asian art within the 
Eurocentric artworld raises questions of power relations in this domain. Tony Bennett 
and Carol Duncan both detail the role that public art museums perform as powerful 
representatives of the state and its ideologies. 39 Duncan, for example, posits: 
37 Ibid. 
38 The concept of habitus allows for a degree of agency, which structuralism omits, but Bourdieu' s model 
focuses primarily on the way struggles and processes are reproduced rather than changed and 
consequently his critics argue that habitus is a restrictive concept and does not allow for radical 
transformations in the field. Calhoun, for example, concludes that 'Bourdieu's theory is at its best ... as a 
theory ofreproduction, and at its weakest as a theory of transformation'. Calhoun, 'Habitus, Field, and 
Capital: The Question of Historical Specificity,' 72. 
39 Tony Bennett, The Birth of the Museum: History, theory, politics (London and New York: Routledge, 
1995), Carol Duncan, 'Art Museums and the Ritual of Citizenship,' in Exhibiting Cultures: The Poetics 
and Politics of Museum Display, eds. Ivan Karp and Steven D Lavine (Washington & London: 
Smithsonian Institution Press, 1991 ). 
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Museums can be powerful identity-defining machines. To control a museum 
means precisely to control the representation of a community and some of its 
highest, most authoritative truths. It also means the power to define and rank 
people, to declare some as having a greater share than others in the community's 
common heritage - in its very identity.40 
As such, state and national galleries, acting as pre-eminent institutions of the dominant 
culture are capable of authorising and 'constructing' versions of both Aboriginality and 
'Asianness' for their audiences. Through acquisition and display choices, decisions 
concerning inclusions and exclusions, and the interpretation of objects on display, art 
museums construct their authoritative versions of art history and various practitioners' 
places within it. 
Michel Foucault has demonstrated how language and interpretation are used to reinforce 
underlying structures of power and authority in society so that the presentation of 
institutional knowledge is perceived as reflecting universal truths.41 In the context of art 
institutions this can be seen, for example, in the display and interpretation of the art of 
'other' cultures. In the seemingly neutral spaces of Australian art museums, 
presentations of differing cultures have principally been articulated in relation to the 
hegemony of Western art, and more specifically, Australian art. As Eileen Hooper-
Greenhill points out in Museums and the Shaping of Knowledge, 'existing systems of 
classification enable some ways of knowing and not others'. Consequently, there is a 
need for ongoing analysis of the historical and geographic specificities of museum 
selection and ordering processes, 'in relation to the rational possibilities that they might 
enable or prevent' .42 This dissertation documents a crucial period in which classificatory 
and exhibition practices have been transformed as questions concerning where both 
Aboriginal and contemporary Asian art reside and how they should be represented have 
engendered significant changes. 
40 Duncan, 'Art Museums and the Ritual of Citizenship,' 101-02. 
41 Michel Foucault, The Archaeology of Knowledge (London: Tavistock Publications, 1974), Michel 
Foucault, The Order of Things: An Archaeology of the Human Sciences (New York: Vintage Books, 
1994). 
42 Eileen Hooper-Greenhill, Museums and the Shaping of Knowledge (London and New York: Routledge, 
1992),5. 
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The new museology and representing 'other' cultures 
During the period covered by this study, museological theory and practice was 
undergoing significant revision, and QAG's endeavours have been influenced by these 
changing ideas and conditions. Over the past 20 to 30 years, museums have been the 
subject of extensive critical enquiry concerning their purpose, functions, power-
relations, and audience. This has led to transformations in philosophy and practice in 
this domain, encapsulated in what has come to be known as the 'new museology' and 
expounded in several seminal anthologies, published in the late 1980s and early 1990s, 
which critically explore museum representations including, for example, The New 
Museology; Exhibiting Culture: The Poetics and Politics of Museum Display; The 
Museum Time Machine; Museum Culture: Histories, Discourses, Spectacles; and 
Museums and Communities: The Politics of Public Culture. 43 Collectively these 
writings have had a significant impact on the museum field, providing an important 
interrogation of museum practices, curatorial decisions and audience relations. 
The new museology has played an important role in deconstructing many of the long-
held assumptions underlying museum practices, and has issued a challenge to museum 
professionals to interrogate the primary purposes of their institution and to critically 
examine objectives, curatorial operations, and relations of power. Emphasis has shifted 
from collection and conservation to developing a more informed understanding of the 
social and political environment in which the museum operates.44 As Christina Kreps 
explains, 'the "new" museum of the new museology is a democratic, educational 
institution in the service of social development'. It is concerned with 'making a 
population aware of its identity', and shifting the institutional focus to involve multiple 
communities and encourage public participation. It entails an interrogation of the 
decisions, values and communication strategies underpinning exhibition practices and 
has invited more varied curatorial approaches in response to the fluid nature and 
changing definitions of cultures.45 
43 Karp, Mullen-Kreamer, and Lavine, eds., Museums and Communities: The Politics of Public Culture, 
Karp and Lavine, eds., Exhibiting Cultures: The Poetics and Politics of Museum Display, Lumley, ed., 
The Museum Time-Machine: putting cultures on display, DJ Sherman and I Rogoff, eds., Museum 
Culture: Histories, Discourses, Spectacles (Minneapolis: University of Minnesota Press, 1994), Peter 
Vergo, ed., The New Museology (London: Reaktion Books, 1989). 
44 In his 1958 study, for example, Moroney posits that the main function of an art gallery is 'Protection 
and Publication'. Moroney, 'An Art Gallery for Queensland', 8. 
45 Christina F Kreps, Liberating Culture: Cross-cultural perspectives on museums, curation and heritage 
preservation (London and New York: Routledge, 2003), 9-11, Steven D Lavine, 'Audience, Ownership 
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While principles of the new museology have been adopted by many art museums, they 
are not always as evident in an environment where the 'art object' and exhibition forms, 
such as the monographic display, continue to hold a primary place. Although a number 
of important studies have contributed to this discourse by critically investigating 
exhibition and display practices within art museums, they are primarily concerned with 
European and American galleries, and analyses of individual exhibitions rather than of 
ongoing practices within a single of institution.46 This study will contribute to this body 
of knowledge by providing a detailed study of how a specific Australian art museum, 
QAG, was influenced by the tenets of the new museology in its efforts to present the art 
of 'other' cultures at a particular period of time. This investigation will also provide a 
greater understanding of the complexities of applying these theoretical precepts in 
practice. The critical agenda of recent museum studies provides a relevant framework 
for this analysis which is informed by literature from this domain.47 
Postcolonial writings, anthropological studies of art, and theories of representation have 
informed contemporary museum theory, revealing how Eurocentric perspectives have 
influenced acquisition and exhibition strategies, the construction of national and 
international artistic canons, and the presentation of art from differing cultures. Non-
Western art has been marginalised in many Western institutions and, as James Clifford 
has observed, viewed by the West in relation to itself through a series of binarisms, such 
as tradition/progress, spirituality/rationality, and authenticity/hybridity.48 This 
perspective has been manifest in attitudes that allow and expect contemporary Western 
and Authority: Designing Relations between Museums and Communities,' in Museums and Communities: 
The Politics of Public Culture, eds. I Karp, C Mullen-Kreamer, and S Lavine (Washington, DC: 
Smithsonian Institution Press, 1992), 155. 
46 Clifford, The Predicament of Culture: Twentieth-Century Ethnography, Literature and Art, Greenberg, 
Ferguson, and Nairne, eds., Thinking about Exhibitions, Karp, Mullen-Kreamer, and Lavine, eds., 
Museums and Communities: The Politics of Public Culture, Susan Pearce, ed., Art in Museums (London 
and Atlantic Highlands, NJ: Athlone, 1995), Marcia Pointon, ed., Art Apart: Art Institutions Across 
England and North America (Manchester: Manchester University Press, 1994), Alan Wallach, Exhibiting 
Contradiction: Essays on the Art Museum in the United States (Boston: The University of Massachusetts 
Press, 1998), Stephen E Weil, A Cabinet of Curiosities: Inquiries into Museums and their Prospects 
(Washington and London: Smithsonian Institution Press, 1995). 
47 Various QAG personnel have written about the application of the new museology in broad terms and 
within the institution, for example, Doug Hall, 'How High Art Becomes Popular Culture Without Turning 
a Silk Purse into a Sow's Ear,' in Australian Museums - Collecting and Presenting Australia, Proceedings 
of the Council of Australian Museum Associations Conference, 1990, ed. D F McMichael (Canberra: 
Council of Australian Museums Association, 1991), Anne Kirker, 'Collecting and Exhibiting Asian and 
Pacific Art,' in Present Encounters: Papers from the Conference of the Second Asia-Pacific Triennial of 
Contemporary Art, 1996, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland Art 
Gallery, 1997), Chris Saines and Greg Roberts, 'The Art Museum and the Conspiracy of Meaning,' in 
Extending Parameters: Galleries and Communities, eds. Australia Council and Queensland Art Gallery 
(Redfern, NSW: Australia Council, 1990). 
48 Clifford, The Predicament of Culture: Twentieth-Century Ethnography, Literature and Art, 189-251. 
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art to incorporate change, innovation and appropriation. In contrast, the most 
'collectable' examples of the art of non-Western cultures have tended to be works 
embedded in tradition, reflecting a continuity of practice and an essence and wholeness 
untainted by exterior influences. Under this rubric, older works are often considered 
more authentic, hybridised forms are seen as being less pure, and indigenous cultures 
are seen as being 'threatened' by the outside rather than having the power to adopt and 
adapt to external change. 49 The authority and legitimising power of art institutions, and 
their decisions concerning acquisitions and the display of such work, play a significant 
role in perpetuating or dismantling these positions, and decisions concerning inclusions 
and exclusions can influence perceptions of cultural practice, as this study demonstrates. 
THE ART-CULTURE SYSTEM 
A Machine for.Making AU_thenti_ci,ty. 
(authentic) 
Fig 1.3 James Clifford's 'Art-Culture System' 
(Clifford, The Predicament of Culture: Twentieth Century Ethnography, Literature and Art, 1988) 
Through his visualisation and accompanying explanation of 'the art-culture system', 
Clifford describes the context and processes by which objects from non-Western 
cultures have been classified, collected and assigned value. Clifford demonstrates how, 
as conditions change, the same object may be 'seen' differently as it circulates within 
four main contexts: as a singular art object, an example of traditional culture, a 
commercially produced tourist curio, or as a fake or 'invented' object.5° From the time 
that Australian galleries first began collecting and exhibiting Aboriginal art, various 
forms of Indigenous work have undergone shifts in classification and 'definition' such 
49 Ibid., 230-36. 
50 Ibid., 222-29. Clifford labels his diagram ironically as 'a machine for making culture'. 
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as those described by Clifford. In this study I will examine the nature of these 
movements within QAG and the broader Australian artworld. 
Clifford's model reveals that classificatory systems influence, or even pre-determine 
what is collected by institutions, as objects may be acquired because they exemplify 
particular criteria. In this way classification often precedes 'the act of collection, 
actually structuring it and determining what can and cannot be considered' ;51 as 
evidenced in Australia in the case of both Aboriginal and Asian art. Nevertheless, 
'while the object systems of art and anthropology are institutionalized and powerful, 
they are not immutable' ,52 so decisions concerning the value, aesthetic qualities and 
authenticity of items deemed for collection may shift in differing circumstances and 
times as this examination of the shifting trajectory of Aboriginal and Asian art within 
QAG will reveal. Historical studies of collection development and display in art 
museums play a role in giving greater transparency to these processes. Chapter two of 
this thesis presents an overview of these shifting collection contexts as they apply to 
Aboriginal and Asian art in Australia, while subsequent chapters detail QAG's evolving 
approaches to representing art from these domains. As the Gallery developed its 
collections of both Aboriginal and contemporary Asian art, the problematic nature of 
concepts such as traditional, contemporary, and authentic became increasingly evident, 
and the institution's efforts in resolving these shifting categorisations affected collection 
and display decisions. 
While Clifford's 'art-culture' system shows the relationships between classification and 
collection, it tends to simplify and polarise the actions of a monolithic West in 
collecting the 'non-Western Other'. The weaknesses of this model are acknowledged by 
Clifford himself, who emphasises the 'transience of the system' and stresses that 
'Western art and culture categories are now much less stable than before' as a result of 
globalisation and challenges to colonialism and Eurocentrism. Clifford concludes that: 
Art collecting and culture collecting now take place within a changing field of 
counter discourses, syncretisms and reappropriations originating both outside 
and inside 'the West' ... Culture and art can no longer be simply extended to 
non-Western peoples and things. They can at worst be imposed, at best 
translated - both historically and politically contingent operations.53 
51 McLoughlin, Museums and the Representation of Native Canadians: Negotiating the Borders of 
Culture, 29. 
52 Clifford, The Predicament of Culture: Twentieth-Century Ethnography, Literature and Art, 229. 
53 Ibid., 235-36. 
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As this study demonstrates, such transformations have occurred over time as institutions 
engage in self-reflexive critiques and external dialogue concerning the ways in which 
the art of differing cultures is represented. I will argue that this is an ongoing and fluid 
process because there is no simple formula for the presentation of 'difference' in the art 
museum. Instead this complex task requires communication, negotiation and an 
understanding that 'signs of difference' are not permanent and immutable.54 
The poetics and politics of museum practice 
The poetics and politics of representation are integral to this study - poetics as they 
apply to presentation, display and exhibition strategies, and politics underlying the 
power relations and policy development informing the acquisition and exhibition of 
Aboriginal and Asian art. As Stephen Weil explains: 
Poetics ... may be understood as identifying the underlying narrative/aesthetic 
patterns within exhibitions. The politics of representation refers to the social 
circumstances in which exhibitions are organised, presented, and understood ... 
Clearly these are intersecting domains which draw on a common pool of 
memory and shared (often unconscious) assumptions.55 
Through much of the 20th century the modernist gallery has been projected as a place 
'removed' from the external world, a depoliticised neutral space, with contextual and 
other distractions removed to afford a disinterested viewing. Over the last 30 years, this 
position has been deconstructed to reveal that the space itself, methods of presentation, 
and art historical taxonomies can also reveal larger cultural orthodoxies.56 
Value systems are communicated not only in what is collected by art museums, but also 
in the structuring spaces and the way works are displayed. This can be revealed in the 
type of information provided, the amount of work on display, relationships created 
54 For a further examination of these ideas see Homi K Bhabha, The Location of Culture (London and 
New York: Routledge, 1994), 219. 
55 Stephen E Weil, 'Rethinking the Museum: An Emerging New Paradigm of Essential Museum 
Functions Reduces the Number to Three: Preserve, Study, and Communicate,' Museum News 69, no. 2 
(March/April 1990): 90. 
56 Douglas Crimp, On the Museum's Ruins (Cambridge, Mass: MIT Press, 1993), Carol Duncan, 
Civilizing Rituals, Inside Public Art Museums (London and New York: Routledge, 1995), Greenberg, 
Ferguson, and Nairne, eds., Thinking about Exhibitions, Brian O'Doherty, Inside the White Cube: The 
Ideology of the Gallery Space (Santa Monica: Lapis Press, 1986), Pearce, ed., Art in Museums, Vergo, 
ed., The New Museology, Wallach, Exhibiting Contradiction: Essays on the Art Museum in the United 
States. 
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between works of art, and their physical location within the institution. Hierarchical 
values are evident, for example, in decisions to regularly locate works from particular 
artists, schools or cultures in dominant gallery spaces and to position other works in 
peripheral places. Analyses of spatial organisation within major art museums such as 
the Museum of Modem Art (MoMA), New York, show how the layout of galleries has 
been structured so that visitors would follow a 'prescribed route' in which the 
development of modem art unfolded in 'logical sequence', with 'principal moments and 
high points' emphasised through positioning. This 'compulsory course in recent art 
history' shows how layout can reinforce a singular history of modernism, and influence 
the interpretation of exhibited works. 57 
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Fig 1.4 MoMA, New York. Plan of second floor galleries with main route in white. 
In his examination of changing modes of presentation in European and American art 
museums, Nicholas Serota crticises such 'conveyor belt' presentations, 'inspired 
exclusively by a modernist canonical reading', arguing that their apparent 
comprehensiveness reflects a narrow view of 201h century art. Nevertheless, he also 
finds drawbacks in alternative strategies which devote 'chapel-like' spaces to the work 
of singular artists, as they tend to overemphasise 'presentation over analysis'. Serota 
suggests the most successful display approaches occur in smaller museums, which 
57 Carol Duncan and Alan Wallach, 'The Museum of Modern Art as Late Capitalist Ritual: An 
Iconographic Analysis,' Marxist Perspectives (Winter 1978), Christoph Grunenberg, 'The Politics of 
Presentation: The Museum of Modern Art, New York,' in Art Apart: Art Institutions Across England and 
North America, ed. Marcia Pointon (Manchester: Manchester University Press, 1994). Mary Anne 
Staniszewski contributes to an understanding of general and cross-cultural display issues in Mary Anne 
Staniszewski, The Power of Display: A History of Installations at the Museum of Modern Art 
(Cambridge: MIT Press, 2001). 
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create 'unexpected readings and comparisons' between groups of work, and 'where the 
sense of institutional responsibility towards conventional expectations is less 
pressing' .58 I will argue that display strategies play an important role in cross-cultural 
presentations. Ironically, QAG's lack of overall collection comprehensiveness caused it 
to re-evaluate its display philosophies and establish unconventional relationships that 
allowed for revitalised readings of the collection and a more nuanced understanding of 
Aboriginal and Asian art. 
In addition to the physical location of work within an art museum, display paradigms, 
including the degree and type of contextual information provided, can influence the 
interpretation of exhibited works and reinforce notions of difference. This is 
exemplified in the polarity between formalist approaches informed by notions of a 
universal aesthetic, and contextualising strategies which suggest that an art object can 
only be thoroughly understood through knowledge of its originating context.59 In 
Western art museums, this latter method is more likely to be used in the presentation of 
the art of non-Western cultures although, as various studies have shown, an abundance 
of contextual detail accompanying the display of tribal and non-Western art can 
exoticise and impose an ethnographic framework, privileging culture over the individual 
art object. Conversely, the application of a formalist aesthetic obfuscates cultural 
specificities and does not allow for strategic or political difference.60 
An interrogation of collecting decisions, classification and display strategies at QAG is 
thus a means of understanding underlying value systems within the institution. An 
investigation of exhibitions further contributes to this study because exhibitions are 
significant sites of representation, allowing for the communication of meanings beyond 
that of the individual object and providing insights into 'the art institution's inner 
58 Nicholas Serota, Experience or Interpretation: The Dilemma of Museums of Modern Art (London: 
Thames and Hudson, 1996), 42-55. 
59 Clifford, The Predicament of Culture: Twentieth-Century Ethnography, Literature and Art, 222-27, 
Ivan Karp, 'Cultures and Representation,' in Exhibiting Cultures: The Poetics and Politics of Museum 
Display, eds. Ivan Karp and Steven D Lavine (Washington & London: Smithsonian Institution Press, 
1991). 
60 See Clifford, The Predicament of Culture: Twentieth-Century Ethnography, Literature and Art, 
Clementine Deliss, 'Free Fall - Freeze Frame: Africa, exhibitions, artists,' in Thinking about Exhibitions, 
eds. Reesa Greenberg, Bruce W Ferguson, and Sandy Nairne (London and New York: Routledge, 1996), 
Karp and Lavine, eds., Exhibiting Cultures: The Poetics and Politics of Museum Display, McLoughlin, 
Museums and the Representation of Native Canadians: Negotiating the Borders of Culture, Howard 
Morphy, 'Seeing Aboriginal Art in the Gallery,' Humanities Research: Museums of the Future! The 
Future of Museums VIII, no. 1 (2001), Price, Primitive Art in Civilized Places, Peter Vergo, 'The Reticent 
Object,' in The New Museology, ed. Peter Vergo (London: Reaktion Books, 1989). 
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mind' .61 Anthologies such as Exhibiting Cultures, Thinking About Exhibitions, The New 
Museology, Art in Museums and Art Apart have made a significant contribution to 
exhibition analysis. Michael Blaxandall suggests that 'it is not possible to exhibit 
objects without putting a construction upon them' because an exhibition 'embodies 
ordering propositions' 62 while Peter Vergo demonstrates how the context of an 
exhibition confers upon art works meanings external to their status as 'objects of 
aesthetic contemplation'. In this way they also operate as 'elements of a narrative, 
forming part of a thread of discourse which is itself one element in a more complex web 
of meanings' .63 
The politics of exhibition practices were debated in an influential critical discourse 
centring on two major international exhibitions held in the early 1980s, which raised 
issues such as cultural biases, authenticity, cultural classifications, and display strategies 
in cross-cultural exhibitions. 'Primitivism' in Twentieth Century Art: Affinity of the 
Tribal and Modem, held at MoMA in 1984, and Magiciens de la Terre exhibited in 
Paris in 1989, brought together Western and non-Western art under differing curatorial 
premises, and both were criticised for cultural assumptions underpinning selection and 
display.64 The MoMA exhibition, which highlighted visual affinities between Western 
and non-Western art, was challenged for using 'universalising' strategies that obscured 
cultural specificities informing the tribal works on display, presenting them primarily in 
relation to Western modernist art rather than on their own terms. Magiciens sought a 
global perspective by assembling works from Western art centres alongside art from 
Third World countries and cultural margins, all selected for their expression of 'spiritual 
value'. The exhibition, which included a ground painting created by Walpiri elders from 
Yuendumu, was significant for affirming a trans-cultural notion of contemporary art, 
61 Bruce W Ferguson, 'Exhibition Rhetorics,' in Thinking about Exhibitions, eds. Reesa Greenberg, Bruce 
W Ferguson, and Sandy Nairne (London and New York: Routledge, 1996), 179. 
62 Michael Baxandall, 'Exhibiting Intention: Some Preconditions of the Visual Display of Culturally 
Purposeful Objects,' in Exhibiting Cultures: The Poetics and Politics of Museum Display, eds. Ivan Karp 
and Steven D Lavine (Washington & London: Smithsonian Institution Press, 1991), 34. 
63 Vergo, 'The Reticent Object,' 46. 
64 Jean-Hubert Martin, Magiciens de la Terre (Paris: Editions du Centre Georges Pompidou, 1989), 
William Rubin, ed., Primitivism in 20th Century Art: Affinity of the Tribal and Modern (New York: 
Museum of Modern Art, 1984 ). Key critiques of Primitivism can be found in James Clifford, 'Histories of 
the Tribal and the Modern,' Art in America 73, no. 4 (April 1985), Thomas McEvilley, 'Doctor, Lawyer, 
Indian Chief,' Artforum (November 1984). Debates surrounding Magiciens include Rasheed Araeen, 'Our 
Bauhaus, Others' Mudhouse,' Third Text: Third World Perspectives on Contemporary Art and Culture 6 
(Spring 1989), Benjamin Buchloh and Jean-Hubert Martin, 'The Whole Earth Show,' Art in America 77, 
no. 5 (May 1989), Eleanor Heartney, 'The Whole Earth Show, part II,' Art in America 77, no. 7 (July 
1989), Yves Michaud, 'Doctor, explorer, chief, curator,' Third Text: Third World Perspectives on 
Contemporary Art and Culture 6 (Spring 1989). 
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but at the same time, it also collapsed cultural and political differences into a 
presentation of 'pan-spirituality'. Curator Jean-Hubert Martin's inclusivity was 
tempered by the fact that his selections were informed by his own cultural biases -
'according to my own history and my own sensibility' - and so avoided accommodating 
alternative aesthetics or curatorial perspectives.65 
Although well-intentioned, exhibitions such as Primitivism and Magiciens, in which 
dominant Euro-American institutions present art from differing cultures, raise important 
questions of agency, 'translation' and who has the legitimacy to curate for 'others' -
issues which will be addressed within this thesis in the context of several of QAG's 
exhibition projects. Examinations of 'exhibition rhetorics' reveal how institutional and 
'other' perspectives are articulated through this particular communication medium. As 
Bruce Ferguson observes, because exhibitions can also function as signs of an 
institution's efforts to engage in ethical and democratic processes of representation, they 
also 'constitute a highly observable politics' 66 which this study of the shift in status of 
Aboriginal and Asian art at QAG reveals. 
Outline of chapters 
I will examine the increasing prominence accorded to both Aboriginal and Asian art at 
QAG by investigating these two collection areas both individually and collectively 
within this study. Chapter two presents an overview of QAG's history prior to the 
Gallery's move to the South Bank premises in 1982, and identifies how collection 
development was affected by the lack of a permanent home as well as limited funding 
and patronage. These constraints also affected the Gallery's position in relation to other 
Australian art museums so that, apart from the significant works acquired in the 1950s 
from the Rubin collection, by the early 1980s QAG had little to distinguish itself in 
relation to other Australian public art institutions. The chapter details the development 
of the Gallery's Aboriginal and Asian art holdings prior to 1982 and shows that, 
although there was intermittent interest in both collection areas, neither was prominent 
in the institution. Changing perceptions of Indigenous cultural practice and the 
movement of Aboriginal art into art museums are examined along with Australia's 
65 Buchloh and Martin, 'The Whole Earth Show,' 153. 
66 Ferguson, 'Exhibition Rhetorics,' 175-76. 
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'Asian tum' in the 1980s and the contexts in which the Australian artworld developed 
artistic exchanges and a growing awareness of Asian contemporary art practice. 
In the 1980s substantial changes in management and policy at QAG led to a re-
evaluation of the institution's position and collection priorities. The resulting shifts are 
detailed in Chapter three. During this period, various forms of both Aboriginal and 
Asian art were considered as areas of focus as the Gallery sought to deal with 'gaps' in 
its collection, address its state and national role, and distinguish itself through its 
initiatives. QAG' s developing interest in these two collection spheres reflected 
transformations in the broader Australian cultural, economic, and political environment, 
as well as the influence of particular individuals. This was a period in which Aboriginal 
art received increasing prominence, with interest intensifying during the Australian 
Bicentennial in 1988 when QAG and many other Australian art museums sought to 
develop their Indigenous art collections. While several institutional and individual 
initiatives facilitated the presentation of contemporary Asian art in Australia in the 
1980s, major Australian art institutions gave only minimal emphasis to contemporary 
work from the region. The Gallery's developing interest in this sphere provided an 
'emerging' collection area through which the institution could 'make its mark' in 
national and international contexts. 
QAG' s amended policy directives called for the development of Aboriginal art as a 
'profile collection'. Nevertheless, acquisition activity in this area was initially slow, as 
Chapter four reveals. During the early 1990s, the exhibition Balance 1990 and the 
Gallery's reorganisation of its permanent collection, Your Collection Revealed, were 
two important projects through which the institution presented and expanded its 
Aboriginal art collection and considered issues concerning the display of Indigenous 
work. When QAG reorganised its permanent collection by emphasising relationships 
rather than a grand art historical narrative, the location of Aboriginal art, both literally 
and conceptually, was considered within this overall scheme, resulting in both its 
integration within, and separation from, the main collection. Balance, an exhibition 
combining Indigenous and non-Indigenous work, was significant for incorporating 
plural perspectives. It revealed the value of collaborative developmental processes in 
cross-cultural presentations, displayed the work of many Murri artists within the Gallery 
for the first time, and highlighted the need for a greater Indigenous presence within the 
institution. Acquisitions resulting from this exhibition gave QAG' s Aboriginal 
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collection a different emphasis to that of other major institutions although I will 
demonstrate that the Gallery was inconsistent in its efforts to profile Indigenous art. 
Chapter four also examines the increasing prominence accorded to Aboriginal art and 
shows how the positioning and classification of such work, and institutional selections 
and exclusions, play a role in legitimising various forms of Indigenous work over 
others. 
Chapter five explores the role of the First Asia-Pacific Triennial of Contemporary Art 
(API) in garnering national and international recognition for the Gallery and enabling it 
to establish a substantial collection of work from the region ahead of other Australian 
art museums. The shift into this sphere was an unexpected one for an institution without 
a strong Asian collection. I will argue, though, that weaknesses in QAG' s collection, a 
coalescing of cultural, political and economic interests in the region, and the influence 
of specific individuals were all contributing factors in the institution's risky move into 
this largely 'unexplored' territory. The impact of the Triennial project, which unsettled 
existing Australian artworld orthodoxies, is investigated in this chapter. QAG received 
criticism for an endeavour deemed by some to be merely a tool of government 
economic and cultural policy, but was praised by others for its efforts in foregrounding 
and valuing contemporary art from the Asia-Pacific region. Like Balance, the exhibition 
raised concerns about power relations, selection processes, and related problems of 
classification, context and display in this significant cross-cultural project. 
In the period 1995- 2000, following the appointment of the institution's inaugural 
Curator of Indigenous Australian art, the Gallery's Aboriginal collection was 
substantially developed. Chapter six examines the increasing status accorded to 
Aboriginal art at QAG, evidenced in endeavours such as the nationally significant 
monographic exhibition, Emily Kame Kngwarreye - Alhalkere - Paintings from Utopia, 
and the creation of a dedicated gallery of Aboriginal art at the front of the Gallery. As 
multiple forms of Indigenous art continued to proliferate, QAG was faced with 
decisions as to whether to develop a broadly representative collection or to narrow its 
acquisition focus, paying particular attention to its policy directive to profile work by 
Queensland Indigenous practitioners. The implications of such choices are discussed in 
this chapter, as are display strategies, consultative processes and exhibition practices 
employed by QAG as it sought to present differing cultural perspectives in Emily, and 
an earlier collection-based exhibition, Pathways. 
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Chapter seven considers QAG' s ongoing efforts to develop its credentials, both 
nationally and internationally, as a significant player in the field of contemporary Asian 
.art. Apart from the continuation of the Triennial series, the appointment of a Curator of 
Contemporary Asian Art, the development of the collection, the attainment of 
significant sponsorship, and the creation of a gallery space dedicated to contemporary 
work from the region are all signs of the QAG' s efforts to distinguish itself in this 
sphere. An analysis of the Second and Third APTs demonstrates how the institution 
responded to criticisms of its efforts to deliver an exhibition based on sound 
scholarship, consultation and pluralism. It also reveals the complexities involved in the 
practical application of the ideals of the new museology. As the Triennials moved from 
an uncertain venture to a position of orthodoxy, a significant discourse developed 
around the series, contributing to an increasing prominence for both the Gallery and 
many practitioners from the region. This debate encompassed discussions concerning 
selection, classification and display, along with questions of curatorial legitimacy and 
issues of representation by nation or culture. Despite ongoing criticisms, the 
presentation of the APTs enabled QAG to distinguish itself from other institutions 
'ahead of the game' and in so doing, accrue symbolic capital and make its mark within 
the artworld. 67 
67 Bourdieu, The Field of Cultural Production. 
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CHAPTER2 
Collecting Contexts 
Fig 2.1 'The Odds Against Her', Gasking cartoon from The Queenslander, 13 April, 1895 
Beginnings: The Queensland National Art Gallery 
Governor Sir Henry Wylie Norman officially opened the Queensland National Art 
Gallery (QNAG) on 29 March 1895. Several days later a cartoon in The Queenslander 
painted a bleak view of the Gallery's future. In Gasking' s cartoon 'The Odds Against 
Her', the Gallery is represented by a dark, imposing neo-classical edifice suggesting 
institutional power and authority, fronted by a statuesque female representing aesthetics 
and classical beauty. 1 The female figure stands alone and stares loftily upwards and 
outwards while crowds of people turn their backs on the institution as they race to 
purchase national lottery tickets. Gasking presents an institution with little relevance to 
the 'man in the street' and his illustration of perceived divisions between high and 
popular culture and competing forms of 'leisure' activities raises issues that 
contemporary galleries are still addressing. Nevertheless, despite this pessimistic view 
of the institution's future, Queensland finally had its own public art gallery. 
1 Gasking, 'The Odds Against Her', The Queenslander, 13 April, 1985, 698. 
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One hundred years later, as the Gallery celebrated its centenary in 1995, journalist and 
author Susan McCulloch surveyed the status of Australian state galleries and observed 
that 'of all the galleries, Queensland is the one people have been taking most note of in 
recent years'. McCulloch nominated the institution's strengths as including a high level 
of government support, a focus on contemporary art including recent 'dynamic art' from 
Queensland, the development of 'touring exhibitions and major international 
exhibitions', and the Asia-Pacific Triennial of Contemporary Art, 'which brought it 
(and Australia) international notice' .2 The success of QAG in the mid 1990s stands in 
strong contrast to the many years of struggle for funding, resources, collection 
development and permanent premises that marked the institution's early history. In the 
early 1950s, Chairman of Trustees, EA Ferguson, summarised the Gallery's 
development, declaring: 'It is a story of people struggling, not only to establish a State, 
but to make progress in art - so sometimes succeeding - sometimes failing, there were 
years of progress and years of stagnation'. 3 
Public galleries already existed in other parts of Australia when the QNAG opened in 
1895, but lobbying had been underway for a number of years to establish a collecting 
institution in Brisbane.4 In October 1883, the painter Isaac Walter Jenner wrote to the 
government suggesting a public gallery be founded in Queensland. Four years later 
Jenner and fellow artists Oscar Fristrom and L WK Wirth formed the Queensland Art 
Society and continued this advocacy, followed by Godfrey Rivers - artist, teacher and 
President of the Queensland Art Society - whose renewed efforts eventually led to the 
opening of the new institution. 5 According to Margaret Maynard, the creation of a 
public gallery in Queensland was seen as 'a struggling attempt to place Brisbane a step 
away from provincialism ... and a visible token of her supposed progress toward the 
cultural refinement already demonstrated by Sydney and Melbourne' .6 Maynard's 
comments suggest that the Gallery contributed to the status and identity of the city, but 
2 Susan McCulloch, 'The Artful Dodgers,' The Australian, April 1-2 1995, 10. 
3 Queensland National Art Gallery, 'Acquisitions 1951-1953. Queensland National Art Gallery,' 
(Brisbane: Queensland National Art Gallery, 1953), 1. 
4 The National Gallery of Victoria held its first exhibition in 1861, the Art Gallery of New South Wales 
opened in 1879, the Art Gallery of South Australia opened in 1881, with artwork housed in several 
locations until 1900, and the Art Gallery of Western Australia was established shortly after the QNAG in 
July 1895. 
5 Janet Hogan, 'Queensland Art Gallery: An historical perspective,' in Queensland Art Gallery: Retrospect 
and Prospect, ed. Mervyn Horton (Sydney: Fine Arts Press, 1983), Raoul Mellish, 'Introduction,' in 
Queensland Art Gallery: Selected Works, ed. Queensland Art Gallery (Brisbane: Queensland Art Gallery, 
1982). 
6 Margaret Maynard, 'Queensland's National Gallery: The opening collection, 1895,' in Queensland Art 
Gallery: Retrospect and Prospect, ed. Mervyn Horton (Sydney: Fine Arts Press, 1983), 488. 
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that this was influenced by comparison with other colonies. In a similar fashion, the 
collecting activities of QAG during the 1980s and 1990s, which form the focus of this 
thesis, demonstrate how the Gallery addressed its state role, but also sought to 
distinguish itself in a national and even international context. 
Fig 2.2 The opening display at the Queensland National Art Gallery, 
(The Queenslander, 13 April, 1895). 
Although the instigation of the QNAG was a significant achievement, the Gallery's 
collection was not housed in a purpose-built building but instead was presented to the 
public in a temporary location in an upper room of the Town Hall.7 Rivers was 
responsible for the inaugural display and transformed the space for this purpose. Walls 
were repainted in neutral colours and works were crowded together, hung one above the 
other in several rows on moveable screens which altered the size and appearance of the 
room. As acquisition funds were not readily available, the collection was primarily 
established through bequest, donations and loans, and the resulting group of historical 
and contemporary works was a disparate mix, reflecting the personal tastes of local art 
enthusiasts. European art was prominent in the inaugural display, mainly as a result of 
the Murray-Prior bequest, consisting of minor l 61h and 1 ]1h century works from Italy 
and the Netherlands, while Godfrey Rivers' Woolshed, New South Wales (1890) was the 
only representation of the Australian landscape within the foundation collection. A 
Board of Trustees was established for the Gallery and Rivers became honorary curator 
from 1895 - 1914, followed by a full-time curator, James Watts. 8 
Despite the initial impetus for the new institution, Gallery operations were soon affected 
by a dramatic drop in government funding. The original grant of £500 rose to £ 1000 in 
7 Maynard notes 'Brisbane's first official art gallery was ... not the Town Hall, but a committee room of 
the new wing of Parliament House' accessed via a pass from the Speaker. Ibid., 490-91. 
8 Hogan, 'Queensland Art Gallery: An historical perspective.', Maynard, 'Queensland's National Gallery: 
The opening collection, 1895.' The Gallery's first Director, Robert Campbell, was appointed from 1949 -
1951 and succeeded by Robert Haines 1951 - 1960; Laurence Thomas 1960 - 1967; James Wieneke 
1967 - 197 4; Raoul Mellish 197 4 - 1986 and Doug Hall 1987 - present. 
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1898-1899 before dropping to a mere £100 in 1904-1905, followed by a complete 
withdrawal of funding for many years. Contrasting with an increase in collection 
activity in the southern states in the 1920s, the institution stagnated and 'the doldrums 
reigned' .9 Artist Daphne Mayo evocatively describes the Gallery at 'about the year 
1930', recalling: 
.. .it was housed in a long tunnel-like room in the Executive Buildings, the walls 
of which bristled with large and mostly gloomy pictures, which hung one above 
the other almost to the ceiling, the monotony of which had not been disturbed by 
the acquisition of a new work for many years. 10 
This situation was alleviated primarily through the efforts of local artists, such as Lahey 
and Mayo, who were instrumental in establishing the Queensland Art Fund in 1929 
which enabled further works to be acquired for the institution. Three years later, an 
endowment from Rivers' widow, The Godfrey Rivers Trust, boosted the Gallery's 
holdings and additional gifts and bequests followed. In 1951, the formation of the 
National Gallery Society of Queensland enabled further fund-raising efforts. 
Nevertheless, Queensland did not have the same degree of patronage as some of the 
other Australian states where significant wealth was being generated through the 
discovery of gold, farming and manufacturing, so this became another factor affecting 
the development of the Gallery's collection. 11 
In the first half of the 201h century Australian artworks, particularly paintings by 
Queensland artists, formed the basis of the QNAG collection. Advocacy by local artists 
facilitated the purchase in the 1940s of two significant Australian works - William 
Dobell's The Cypriot (1940) and Margaret Preston's Aboriginal still life (1940), but 
overall, acquisitions in QAG' s early years reflected conservative leanings. In addition, 
collection development was not governed by any clearly articulated policy. As Ferguson 
explains, '(f)or many years the Queensland Gallery had little or no financial assistance, 
9 Hogan observes that 'by 1900, the Trustees had decided to appoint a committee in London to assist with 
the selection of works of art in Europe'. In contrast, the 1904-05 annual grant of £500 'was insufficient to 
meet expenses, including the rent of £50. Hogan, 'Queensland Art Gallery: An historical perspective,' 
477-79, Vida Lahey, Art in Queensland: 1859-1959 (Brisbane: Jacaranda Press, 1959), 14, Queensland 
National Art Gallery, Jllustrated Catalogue of the Queensland National Art Gallery (Brisbane: 
Government Printer, 1908). 
10 Daphne Mayo, 'Changes in the Last 10-12 Years,' Queensland National Art Gallery Bulletin 1, no. 4 
(1958): 1. 
11 For example, following the death of businessman Alfred Felton in 1904, the National Gallery of 
Victoria was able to purchase major international works as a result of the substantial Felton Bequest. 
Deborah Edwards, 'Australian painting,' in Queensland Art Gallery: Retrospect and Prospect, ed. Mervyn 
Horton (Sydney: The Fine Arts Press, 1983), Hogan, 'Queensland Art Gallery: An historical perspective.', 
Lahey, Art in Queensland: 1859-1959, Queensland National Art Gallery, 'Acquisitions 1951-1953. 
Queensland National Art Gallery.' 
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and thus the assembling of a collection of paintings had little plan or purpose and those 
responsible were unable to lay down, and follow, a policy' .12 Initially greater emphasis 
was given to British works, a preference reflecting the influence of England on colonial 
experience as 'Britain was the standard by which Australian society judged what was 
important in cultural and intellectual life' .13 The Gallery's inaugural acquisition, in 
1896, of English artist Blandford Fletcher's Evicted ( 1887) was followed by the 
purchase of several more British paintings during the institution's early years, and a 
'deference to European success and to the academic tradition persisted in the Gallery in 
subsequent decades' .14 
Fig 2.3 Margaret Preston, Aboriginal still life ( 1940), oil on canvas, 43.6x48 cm. 
Besides funding constraints, the Gallery's development was disrupted by various re-
locations and the need for more suitable permanent premises. In 1905 the collection was 
shifted to the upper floor of the new George Street Executive Building, but this was 
followed by several more moves. In 1930 the institution was re-established in the 
former Concert Hall in the Exhibition Building, Gregory Street (now demolished) and 
in 1975, after the devastating Brisbane floods the previous year, it was re-located once 
12 Queensland National Art Gallery, 'Acquisitions 1951-1953. Queensland National Art Gallery,' 2. 
13 Caroline Launitz-Schurer, 'British Art,' in Queensland Art Gallery: Retrospect and Prospect, ed. 
Mervyn Horton (Sydney: The Fine Arts Press, 1983), 506. Elizabeth Cant's analysis of the development 
of the collection at the Art Gallery of South Australia (AGSA) also stresses that institution's emphasis on 
British art. After leaving QAG, Robert Campbell became director of the AGSA and 'accepting the reality 
of the collection and the impossibility of acquiring good old masters, [he] advised the Art Gallery Board 
to build on the strengths of the collection namely the British collection'. Elizabeth Cant, Collecting and 
Curatorship: The Art Gallery of South Australia 1920-1959 (Henley Beach, Adelaide: Seaview Press, 
2000), 24. 
14 Julie Ewington cites decisions not to acquire works by John Peter Russell and the 'delayed acquisition 
of works by the Heidelberg School' as examples of the institution's conservative decision making. She 
also suggests that the Gallery's purchase of its first Australian work, Josephine Muntz-Adams' Care 
(1893), in 1898 was influenced by the painting's inclusion 'on the line' in the 1893 Paris Salon, reflecting 
this deference to European standards . Julie Ewington, 'Introduction,' in Brought to Light: Australian Art 
1850-1965, eds. Lynne Seear and Julie Ewington (South Brisbane: Queensland Art Gallery, 1998), 14-15 . 
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more to the Mount Isa Mines (MIM) building in Ann Street in the inner city. 
Successive governments were lobbied for the provision of suitable premises and in 1969 
Cabinet approved the site for a new purpose-built gallery. Completed in 1982, it became 
the first stage of the Queensland Cultural Centre precinct to which the Queensland 
Gallery of Modern Art will be the most recent addition.15 
These factors have led both external commentators and Gallery staff to repeatedly 
acknowledge weaknesses in the collection, particularly when compared with the 
holdings of other state art institutions. McCulloch, for example, asserts that 'for the first 
65 years of operations QAG holdings ... were of minor significance by comparison with 
works in other state collections'. This view is shared by P J Moroney who, in his 1958 
analysis of the Gallery, observes that '(w)e, in Queensland, are confronted with an 
entirely different set of conditions compared to other Australian States ... we do not 
possess a permanent collection capable of sub-division ... we have not great Art, so we 
must borrow it' .16 In contrast, Julie Ewington presents a revisionist perspective in a 
recent Gallery publication, arguing that the institution's Australian art holdings reflect a 
'history of taste' and that acquisition choices 'have responded to surrounding social 
changes and prevailing attitudes'. Ewington compares the collection to 'a group of 
"short stories" ... rather than a great novel', but at the same time, she concedes the 
institution's background has affected its development, noting that the 'chequered history 
of the Gallery has left its mark on the Australian Art Collection. Brisbane was younger, 
smaller and less prosperous than its southern counterparts, and did not follow their 
collecting patterns' .17 Current Director, Doug Hall, is frequently more forthright, 
remarking: 'You know the old cliche- gaps in the collection? ... Well we had 
chasms' .18 
Despite these drawbacks, during the 1950s and 1960s the institution's position was 
strengthened and a period of fruitful collection activity ensued under the leadership of 
Robert Haines and later, Laurence Thomas, whose initiatives in revitalising the Gallery 
15 Hogan, 'Queensland Art Gallery: An historical perspective.', Mellish, 'Introduction.' 
16 Susan McCulloch, Encyclopedia of Australian Art (Sydney: Allen and Unwin, 1994), 819, P J 
Moroney, 'An Art Gallery for Queensland' (Unpublished thesis, University of Queensland, 1958), 9. 
Moroney adds that Haines, 'through his talent for picture arrangement and display' made the most of 
inadequate exhibition space, but was thwarted by 'the Trustee's policy to spend as little as possible on the 
present Gallery.' 
17 Ewington, 'Introduction,' 12,15. 
18 Hall quoted in Susan McCulloch-Uehlin, 'Doug Hall: reflections on success,' Australian Art Collector, 
no. IO (October-December 1999): 62. 
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are credited with 'bringing it from provincial to national status' .19 In 1952, the 
institution's budget was doubled to a sum of £7000 and this, coupled with an awareness 
of QAG' s weak position, was a catalyst for change. As a result, Ferguson declared: 
[T]he Trustees, who have long been aware of the gaps in the present collection, 
resolved to embark upon a policy of purchasing works of art by Australian 
artists of importance who were not represented by the gallery ... If Queensland 
is to take its proper place in the framework of art in Australia, it must, as early as 
possible, bring its collection up to the standard of a worthwhile State 
collection. 20 
In 1959, the profile of QAG's collection was substantially enhanced with the acquisition 
of seven works by Picasso, Degas, Vlaminck, Toulouse-Lautrec and Renoir. Presented 
by Major Harold de Yahl Rubin, they 'formed the basis for a significant European 
collection' with Pablo Picasso's La Belle Hollandaise (1905), 'the Gallery's most 
valuable painting', being foregrounded as the collection's highlight.21 Apart from its art 
historical value, the Rubin collection was noteworthy for raising 'the status of the 
QAG', giving 'worldwide publicity to its existence', and providing a catalyst for 
attracting a number of additional gifts. This considerable pboost to the institution's 
standing was later a vital factor in influencing Queensland Government decisions to 
construct the new Gallery and increase acquisition funding. 22 
Fig 2.4 Pablo Picasso, La Belle Hollandaise, (1905), gouache on cardboard on wood, 77x66 cm. 
While the Australian collection continued to grow, funding issues and inadequate 
exhibition space prevented the development of a strong international collection building 
on the Rubin gift. In the late 1970s several works were acquired following 'a policy 
19 McCulloch, Encyclopedia of Australian Art, 819. 
20 Queensland National Art Gallery, 'Acquisitions 1951-1953. Queensland National Art Gallery,' 2. 
21 Mellish, 'Introduction,' 8. 
22 McCulloch, Encyclopedia of Australian Art, 819-20. 
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decision by the Trustees to collect major non-Australian works significant to our 
cultural heritage' - a directive manifest primarily in the acquisition of pre-modern 
European art. 23 The formation of the Queensland Art Gallery Foundation in 1979 was 
an important step in enabling increased acquisitions and its initial purchases included 
paintings by Tintoretto, Rubens and Van Dyck, as well as works on paper by Cezanne, 
Corot and Pissarro. The Gallery's holdings of international contemporary art were 
weak, mainly comprising British and European works, and with a negligible 
representation by American artists. 
A 'new conception' for the Gallery: Asian art at QAG 
While Australian and British art dominated the collection, the overall weakness of 
QAG's holdings compared to other state galleries, and the need for more suitable 
premises, affected the Gallery's ability to distinguish itself as a major Australian art 
institution. Despite, or even because of these constraints, during his period as director 
Robert Haines considered ways in which QAG could create a distinctive identity, as he 
lobbied for a more appropriate exhibition space. Haines observed that a suitable model 
for Queensland was the Honolulu Gallery which is: 
... light, airy and spacious, and contains a large collection of pictures and a fine 
selection of Oriental art ... Queensland must build a gallery on a new conception 
... I feel strongly the Queensland Gallery needs a good Oriental collection 
because we, like Honolulu, are such close neighbours of the East. 24 
Haines' words foreshadow the direction the Gallery eventually took from the late 1980s, 
but regardless of his efforts, QAG did not attain permanent premises until 1982 and 
during the following 30 years the institution acquired only a small amount of Asian art, 
mainly through gifts and bequests. Traditional Chinese ceramics acquired by the 
Gallery in the 1950s were designated for the University of Queensland Art Museum 
collection, for which the Trustees also held responsibility, while the greatest proportion 
of works acquired between the 1950s and early 1980s were from Japan. These mainly 
comprised historical ukiyo-e prints, much of which came in 197 5 from the bequest of Dr 
Ernest Singer. 
23 Queensland Art Gallery, Queensland Art Gallery: Selected Works (South Brisbane: Queensland Art 
Gallery, 1982), 13. 
24 Haines quoted in Moroney, 'An Art Gallery for Queensland', 37. 
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Reviewing the entire collection in 1962, Haines' successor, Laurie Thomas, considered 
how best to enhance existing holdings, fill gaps, and 'branch out into fields at present 
neglected', but did not recommend developing an Asian art collection, most likely 
because there was so little to build on and so many other areas to attend to. 
Nevertheless, in addressing the 'overseas collection' he recommended purchasing recent 
work by Japanese practitioners as well as younger artists from Europe and America.25 A 
small number of contemporary works were acquired, mainly in the 1970s, including 
ceramics by Shiego Shiga as well as prints and drawings by artists such as Shingo 
Honda, Norihiko Minoda, Shiryu Morita, Kihei Sasajima, and Hideo Yoshihara. The 
collection of contemporary Asian work also included a painting by Kaoru Ueda and an 
installation in wood by Japanese artist Kikuma Moc hi, presented to the Gallery by the 
Japanese Festival Association in 1976. Although Asian art did not feature strongly in 
the collection, various exhibitions of art from the region were presented from the 1960s 
until the early 1980s. A number of these incorporated modern and contemporary work 
and included Modern Japanese Prints in 1963; Art of Malaysia, 1970; Modern 
Decorative Arts of Japan, 1971; Trends in Today's Japanese Art, 1976; Contemporary 
Japanese Prints, 1976; and Contemporary Japanese Art, 1980. Exhibitions of art from 
India, Hong Kong and Thailand were also held during this period. 26 
In the late 1970s, the Gallery conducted policy reviews and forward planning in 
connection with its move into new premises, and considered future collection directions. 
In a 'purchasing policy' submission, Gallery trustee Henry Bartlett remarked on QAG' s 
responsibility to address Australia's geographical isolation 'by providing an adequate 
and representative collection of European and Oriental art'. In his references to Asian 
art, Bartlett was mainly concerned with historical rather than contemporary works and 
his recommendations for acquisitions included art from the 'Italian and Dutch Schools, 
Old Master drawings, Japanese and Chinese drawings, and Indian and Persian 
miniatures'. Once again, collection weakness were noted, particularly in relation to 
other Australian galleries. As Bartlett observes, '(t)he overall balance seems to be 
inferior not merely to that of the collections of the State Galleries at Adelaide and Perth, 
25 L N B Thomas, 'Gallery Buying Policy,' (Adopted by Trustees 14 March 1962. Queensland Art 
Gallery, March 9 1962), 1-2. 
26 Other exhibitions during this period included Eastern Art and Hong Kong Artists, 1961; Oriental Rugs, 
1964; Dolls from Japan, 1967; Orientalists: An exposition of Japanese Prints, 197 I; Japanese 
Woodblock Prints, I 975; Sensuous Line; Indian Drawings from the 17th -I 9th Century, 1980, Netsuke, 
1980; Art of the Japanese Package, 1980; Japan: Masterpieces from the Idemitsu Museum, Tokyo, 1980. 
Most of these were toured by the Australia Council or the Australian Gallery Directors Council. 
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with which comparison naturally lies, but even to that of some of the Victorian regional 
galleries'. 27 
The Gallery's status in relation to other art institutions was assessed once more when, in 
1979, QAG examined the position and policies of other Australian state galleries, along 
with the National Gallery of Australia (NGA) and the Auckland City Gallery, in order 
to determine future acquisition policy and procedures. Recurring themes of 'lack of 
professional staff' and 'insufficient funding' were nominated as impediments to the 
institution's development, but with the opening of the new Gallery a large increase in 
staffing was planned and curators to be appointed included those for the proposed 
curatorial areas of Contemporary Art, Decorative Arts, and Asian Art. The first two 
positions were filled not long after, but it would be many years before QAG appointed 
its inaugural Curator of Asian Art.28 QAG publicly declared a cautious interest in 
building an Asian collection in 1979, stating that '(p)resent holdings in Oriental art are 
limited and the Gallery intends to develop a selective collection of the arts of China, 
Japan and South-East Asia' .29 Despite these intentions, which reinforced an ongoing but 
sporadic interest in building an Asian collection at QAG from the 1950s, a focus on art 
from the region did not eventuate in any substantial way until the early 1990s. 
The beginnings of an Aboriginal Art collection 
The collection and presentation of Aboriginal art at QAG reflected changing attitudes 
and mixed messages concerning its status and classification. Western MacDonnells 
( c.1945), a watercolour by Albert N amatjira acquired in 194 7, was the first Indigenous 
work to enter the collection. Eight years earlier, the Art Gallery of South Australia 
(AGSA) became the first major Australian art museum to purchase an Aboriginal 
painting, Haast's Bluff (Ulumbaura), also by Namatjira. These decisions marked a 
significant step in legitimising the work of an Indigenous artist within major art 
27 HF Bartlett, 'Purchasing Policy submission,' (Queensland Art Gallery, 10 March 1978), Queensland 
Art Gallery, 'Draft Acquisitions Policy Discussion Paper Number One,' (December 1979), 8-9. 
28 The review of other galleries' initiatives led to several recommendations including considering a 
similar policy to the AGNSW which stressed the importance of its regional role by collecting the work of 
artists connected with the state. It was also noted that 'State Galleries in Australia appear generally to lack 
acquisitions policies which may be stated in coherent terms which clearly reveal the logic of their 
development: or, at least so it seems from an examination of their available statements'. Queensland Art 
Gallery, 'Draft Acquisitions Policy Discussion Paper Number One,' 1-2,10,12-15. QAG appointed a 
Curator of Contemporary Asian Art in I 997. 
29 Queensland Art Gallery, Queensland Art Gallery (Brisbane: Queensland Art Gallery, 1979), 4. 
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institutions, although the artist's oeuvre was problematic for some institutions. 
Namatjira enjoyed considerable public success for his naturalistic landscapes influenced 
in part by European painting traditions, but his works were not initially acquired by the 
country's two most prestigious galleries, who viewed them as neither sufficiently 
'Aboriginal' nor suitably innovative to be considered within the scope of modernism.30 
This is evidenced in the comments of the National Gallery of Victoria's (NGV) director 
Daryl Lindsay who claimed Namatjira was 'producing a secondhand version of 
European art instead of developing his own native art'. 31 
Fig 2.5 Albert Namatjira, Western 
MacDonnells (c. I 945), watercolour on 
paper, 27.2x37.2 cm. 
For QAG, it is likely that Namatjira's output was considered 'not so much as Aboriginal 
art but as watercolour art', a popular medium strongly represented at the Gallery, and 
although the institution's purchases generally reflected conservative leanings, Joyce 
Batty suggests the acquisition demonstrates the artist had 'earned a place among the 
30 See Philip Jones, 'Perceptions of Aboriginal Art: A History,' in Dreamings: The Art of Aboriginal 
Australia, ed. Peter Sutton (Ringwood, Victoria: Viking, I 988), I 73, Sylvia Kleinert, 'The critical 
reaction to the Hermannsburg School,' in The Heritage of Namatjra: The Watercolourists of Central 
Australia, eds. J Hardy, JV S Megaw, and M Ruth Megaw (Port Melbourne: William Heinemann 
Australia, 1992), 241-42, Daniel Thomas, 'The Hermannsburg Watercolorists: The View from the Art 
Museum,' in The Heritage of Namatjra: The Watercolourists of Central Australia, eds. Jane Hardy, JV S 
Megaw, and M Ruth Megaw (Port Melbourne: William Heinemann Australia, I 992), 205. This view of 
the artist's oeuvre has persisted for many years within the artworld but has been revised in several 
contemporary readings of Namatjira's work which point to Indigenous conceptions of 'country' 
underlying his representations of the land. See, for example, Nadine Amadio, ed., Albert Namatjira: the 
life and work of an Australian painter (Melbourne: Macmillan, 1986), Jane Hardy, JV S Megaw, and M 
Ruth Megaw, eds., The Heritage of Namatjra: The Watercolourists of Central Australia (Port Melbourne: 
William Heinemann Australia, 1992). 
31 Lindsay quoted in Joyce D Batty, Namatjira: Wanderer Between Two Worlds (Melbourne: Hodder and 
Stoughton, I 963), 41. Director of the Art Gallery of New South Wales (AGNSW), Tony Tuckson, 
alluded more subtly to his gallery's decision not to acquire. Observing that Namatjira had gained greater 
popular recognition than his fellow Aranda artists 'because in Western eyes his work was the least 
Aboriginal,' he nevertheless considered the artist's painting lacked some of the 'pattern and rhythm' of 
his contemporaries. Tony Tuckson, 'Aboriginal Art and the Western World,' in Australian Aboriginal Art, 
ed. Ronald M Berndt (Sydney: Ure Smith, 1964), 68. In the late 1940s the NOV and AGNSW purchased 
work by Aranda artists Edwin and Otto Pareroultja, whose work was seen as 'less European, less realistic, 
more patterned, energetic and rhythmic'. Thomas, 'The Hermannsburg Watercolorists: The View from the 
Art Museum,' 203. 
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established artists whose paintings were hung there'. 32 N amatjira' s achievements 
enabled him to receive acclaim as an individual, a status he would not have attained at 
this time had he produced what was considered as 'authentic' Aboriginal art, but at the 
same time he was criticised for seemingly obliterating signs of Aboriginality in his 
work. The artist's practice did not sit easily within polarised conceptions of Aboriginal 
art as either authentic productions of unchanging Indigenous traditions, or replicating 
Western modes of representation and governed solely by its aesthetic criteria. This 
dilemma foreshadows some of the issues subsequently faced by QAG and other art 
institutions in locating and classifying varying forms of Indigenous art and moving 
beyond these fixed binaries. 
Although public art institutions were not demonstrating great interest in collecting 
Aboriginal art in the 1940s and early 1950s, during Haines' directorship the Gallery 
acquired a small number of Arnhem Land bark paintings from a private Brisbane 
collector in 1953, and from the Darwin Methodist mission in 1955. In 1956, QAG and 
other state galleries became the beneficiaries of a major donation of Indigenous art 
which marked 'the beginnings of serious collecting of Aboriginal work by art museums' 
and contributed to shifting views of 'traditional' Aboriginal cultural production as art 
rather than artifact.33 A total of 144 Aboriginal paintings on paper and bark, collected 
during the 1948 American Australian Scientific Expedition to Arnhem Land 
(AASEAL), were pledged to state galleries by expedition leader Charles Mountford. 
QAG was nominated as the venue for the distribution of the works which were to be 
divided evenly between the six institutions, and the paintings acquired by the Gallery 
represented the majority of its holdings of Aboriginal art in the 1950s and 1960s. 34 
32 Batty, Namatjira: Wanderer Between Two Worlds, 50. 
33 Andrew Sayers, Australian Art (Oxford & New York: Oxford University Press, 2001), 150. 
34 QAG was still known as the Queensland National Art Gallery at this time. See Margo Neale, 'Charles 
Mountford and the "Bastard Barks",' in Brought to Light: Australian Art 1850-1965, ed. Lynne Seear and 
Julie Ewington (South Brisbane: Queensland Art Gallery, 1998). For an examination history of the 
acquisition and presentation of QAG' s holdings of the AAS EAL works, while information can also be 
found in Craig Elliot, 'American Australian Scientific Expedition to Arnhem Land. Cataloguing 
Consultancy Report,' (Canberra: National Museum of Australia, 1992). Margo Neale remarks that the 
donation was eagerly anticipated by AGSA director Robert Campbell who sought to make his selection 
before 'the anthropological people' chose first 'and we get the leavings'. She also notes that although 24 
works were designated to state galleries, not all accession records indicated the full amount at the time of 
writing. QAG's holdings are given as 23, but in a more recent publication the breakdown provided is 
'fourteen barks and ten gouaches'. Margo Neale, 'Queensland Art Gallery, Brisbane,' in Aboriginal Art 
Collections: Highlights from Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: 
Craftsman House, 2001), 60. The QAG works are from Groote Eylandt, Yirrkala and Gunbalanya. Two 
Milingimbi barks not collected by Mountford were also presented to QAG. 
34 Campbell quoted in Neale, 'Charles Mountford and the "Bastard Barks",' 311. 
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The donated AASEAL works came with little information about the artists who had 
created them and have frequently been referred to as 'The Mountford Collection', thus 
acknowledging the expedition leader rather than the artist-creators. This lack of 
recognition demonstrates a different treatment of Aboriginal and non-Aboriginal artists, 
with the former presented as anonymous producers representing a tribal community, 
imaging traditional beliefs and lacking the individuality and historical placement 
accorded a Western artist.35 Nevertheless, in the 1950s QAG was commended for the 
leading role it was taking in displaying Aboriginal art in an aesthetic as opposed to 
ethnographic manner by collector and researcher Karel Kupka who, like Mountford, 
strongly advocated the artistic merit of Aboriginal painting. Kupka remarks, '(p)ublic 
art galleries should follow the example of the Queensland National Art Gallery in 
Brisbane, where three bark paintings, well exposed, add happily to its fresh and 
youthful collection'. 36 The situation was different in other institutions where the 
'reluctance ... to accept Aboriginal art as a legitimate form of artistic expression at this 
time, meant that a decade or more elapsed before some of the art galleries even 
exhibited' the AASEAL artworks. 37 
Fig 2.6 Gubidja Bara, Bara, the north-west wind 
( 1948), natural pigments on bark, 58 x 38cm (irreg.) 
Although a part of QAG' s collection, the AAS EAL works were now subject to fine art 
hierarchies that gave precedence to certain media and cultures, and in the ensuing years 
the Gallery conveyed mixed messages about their status. Robert Haines displayed a lack 
of confidence in their artistic merit when he considered them not 'worthy of inclusion in 
the ground-breaking exhibition "Australian Aboriginal Art" (which was organised by 
35 Sally Price, Primitive Art in Civilized Places (Chicago & London: The University of Chicago Press, 
1989). This occurred in spite of Mountford's persistent 'drive to have Aboriginal art recognized on the 
same terms as Western art'. Jones, 'Perceptions of Aboriginal Art: A History,' 172. 
36 Karel Kupka, 'Australian Aboriginal Bark Painting,' Oceania xxvii (1956-57) : 267. In a conversation 
with the author, the late Joan Kerr recalled a lecture at QAG in the 1950s by AGNSW Deputy Director 
Tony Tuckson in which he discussed Aboriginal work on display at QAG and enthusiastically 
emphasised its status as art. 
37 Margie West, 'Aboriginal art from the Queensland Art Gallery Collection,' (1994), 4. 
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and toured state galleries), despite a specific request from the curators' .38 The Gallery 
describes the Arnhem Land barks as being 'used extensively for display on a rotational 
basis' from the 1950s onwards, although they were not formally accessioned into the 
collection until 1991, a process repeated in other receiving galleries.39 
In the Gallery's 1962 'Buying Policy' review, Laurie Thomas identified four areas of 
concern in developing the Australian collection, including the need 'to acquire good 
examples of aboriginal art'. Thomas observed that there were 'few bark paintings in the 
collection, but more and better ones are required, as well as examples of woodcarving -
e.g. heads, figures, graveposts' .40 Despite Thomas' recommendations QAG added only 
47 works to the collection in the period up to 1980. 41 These included watercolours by 
Aranda artists Enos and Ewald Namatjira acquired in 1960, eight bark paintings from 
the G W Spence Collection purchased in 1971 which entered the collection several 
years later, and 30 Hermannsburg watercolours, including seven by Albert Namatjira 
donated by G C Tremayne Powne in 1979. In the same year, the Gallery acknowledged 
deficiencies in this collection sphere, suggesting that Brisbane museum collections were 
adequately addressing this area. The institution notes that '(h)oldings of Aboriginal Art 
are not extensive but are complemented by the rich collections held by the Queensland 
Museum and by the Anthropology Museum at the University of Queensland' .42 Specific 
exhibitions of Aboriginal art at QAG were infrequent. In the 25 years between 1960 -
1983 there were only three: Australian Aboriginal Art in 1960; Oenpelli Paintings on 
Bark in 1979; and the Christensen Collection of Oceanic and Aboriginal Art in 1982, 
compared to at least 11 exhibitions of art from Japan during the same period. 
A new direction 
When the Premier of Queensland, Joh Bjelke Petersen, officially opened the new 
Queensland Art Gallery on 21 June 1982, Gallery Director Raoul Mellish declared that 
the event heralded 'a new direction' in the history of the Gallery, whose journey had 
38 Haines quoted in Neale, 'Charles Mountford and the "Bastard Barks",' 212. 
39 Ibid., 210, Queensland Art Gallery, Queensland Art Gallery Annual Report 1991-92 (South Brisbane: 
Queensland Art Gallery, 1992). 
40 Thomas, 'Gallery Buying Policy,' 1-2. 
41 Michael Brand, 'Queensland Art Gallery Collection Development Review: Document l,' (Queensland 
Art Gallery, March 2000), 10. 
42 Queensland Art Gallery, Queensland Art Gallery, 4. 
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been marked by 'many challenges' foremost of which were lack of funds, insufficient 
staff and 'a series of temporary and inadequate premises'. Mellish describes QAG's 
trajectory in the period from 1968 to 1982 as evolving 'from temporary premises with a 
handful of staff and poor facilities, to an institution of international standing with superb 
facilities and a large professional staff'. Prominence was given to the architecture of the 
new Gallery facilities, which were claimed as 'comparable to those of any art museum 
or gallery in the world' .43 QAG looked to a future in which it could enhance its status 
and overcome many of the factors which had affected the development of its collection 
and its standing within the artworld. 
By 1982 the collection focus continued to centre on Australian, British and European 
works. Mellish acknowledged the Gallery's enduring recognition of 'the importance of 
acquiring works by Queensland and Australian artists', and confirmed Australian art as 
'the strongest area of the Collection' .44 In spite of this, the new institution's first two 
major publications present British and European before introducing Australian ones, 
demonstrating the higher status accorded to these collection areas even though they 
comprised a far smaller portion of the Gallery's holdings. 45 Mellish identified areas in 
which QAG sought to expand its collection, stating that '(i)t is hoped that the 
acquisition of Asian, American, African and Pacific art will be increased in the future,' 
but also indicated holdings at the time were not substantial.46 Although Asian art was 
identified as an area for future development, no mention was made of Aboriginal art 
within the collection, and summaries in both publications of the approximately 1200 
works in the Australian painting collection omit any references to Indigenous work, 
apart from a small number of images in Selected Works. Assistant Curator of Australian 
Art Deborah Edwards concludes her overview of Australian art holdings by 
commenting: 'The Gallery is well aware of the areas of weakness in the collection and 
the need to correct these deficiencies', and while it is likely she was referring to 
predominantly non-Aboriginal work, QAG needed to address the limited representation 
of Indigenous work in the collection. 47 
43 Mellish, 'Introduction,' 7, Raoul Mellish, 'Queensland Art Gallery: A personal view,' in Queensland Art 
Gallery: Retrospect and Prospect, ed. Mervyn Horton (Sydney: Fine Arts Press, 1983), 475. 
44 Mellish, 'Introduction,' 9, Mellish, 'Queensland Art Gallery: A personal view,' 476. 
45 Mervyn Horton, ed., Queensland Art Gallery: Retrospect and Prospect, Special issue of Art and 
Australia, 4, Winter 1983 ed. (Sydney: Fine Arts Press, 1983), Queensland Art Gallery, Queensland Art 
Gallery: Selected Works. 
46 Mellish, 'Introduction,' 7,9. Mellish states that 'insufficient holdings' is the reason that individual 
sections are not devoted to the discussion of Asian, African and Pacific art in Selected Works. 
47 Edwards, 'Australian painting,' 524. 
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Changing views of Aboriginal art - from ethnographic to art object 
QAG's policies addressing the collection and display of Aboriginal art can be 
understood in the context of changing attitudes over time. These have been affected by 
the contexts in which Aboriginal art has circulated, such as those described in James 
Clifford's 'art-culture system', and by varying interpretative approaches from the 
disciplines of anthropology and art history.48 The AASEAL donation of Arnhem Land 
bark paintings to Australian state galleries was a significant step in presenting forms of 
Aboriginal cultural production as art rather than ethnographic objects. In addition, the 
popular success of N amatjira prepared 'the way for later public acceptance of more 
distinctly traditional forms of Aboriginal art' but these were not the only factors 
contributing to the movement of Indigenous art into art museums and its legitimisation 
within those spaces.49 In the 19th and first half of the 20th century Aboriginal cultural 
production was primarily collected and displayed as a result of anthropological research, 
but the combined advocacy of artists, anthropologists and collectors eventually led to its 
categorisation as art and its representation in public art institutions. Morphy suggests 
that this 'process of inclusion has involved three significant factors: the critique of the 
concept of 'primitive art', an associated change in conceptions of what can be called 
'art', and an increased understanding of art as a commodity' _so 
Colonial views of Aboriginal art in the 191h century were influenced by concepts of 
'soft' and 'hard' primitivism and theories of social Darwinism, so Aboriginal material 
culture was collected as evidence of the early stages of humanity's development.s1 With 
the establishment of major public museums from 1829, Aboriginal cultural production 
was presented for public display, while the growing research of ethnographers and those 
in the emerging discipline of anthropology enabled a greater understanding of its 
diversity. The visual representations of Indigenous people were seen as inferior to 
European creations as they lacked naturalism, considered as the most sophisticated form 
48 James Clifford, The Predicament of Culture: Twentieth-Century Ethnography, Literature and Art 
(Cambridge: Harvard University Press, 1988). 
49 Jones, 'Perceptions of Aboriginal Art: A History,' 173. 
50 Howard Morphy, 'Seeing Aboriginal Art in the Gallery,' Humanities Research: Museums of the Future! 
The Future of Museums VIII, no. 1 (2001 ): 37-8. 
51 Indigenous Australians were perceived as struggling to survive within a harsh environment, thus having 
little time to devote to the development of material culture. European knowledge of Aboriginal cultural 
production was affected by the destructive impact of colonisation, as well as lack of both cultural 
information and access to the degree and diversity of Indigenous art. Jones observes that while 'the early 
ethnographic literature recorded the existence of rock engravings and paintings, commentators rarely 
connected these occurrences with the activities of living people'. Jones, 'Perceptions of Aboriginal Art: A 
History,' 145. 
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of visual expression. European aesthetics privileged painting and sculpture, and in 
south-eastern Australia where most early colonial contact occurred, there was limited 
evidence of this. Consequently it was 'not until the 1870s that bark paintings were 
identified as a characteristic form of Aboriginal art' .s2 The field research of Baldwin 
Spencer and Frank Gillen was significant in highlighting the relationships between 
socio-religious elements informing Aboriginal art, providing a greater understanding of 
its complexity. Spencer brought Aboriginal art to the public attention when in 1912 he 
commissioned an extensive collection of bark paintings by artists from Oenpelli in 
Arnhem Land. These were subsequently housed in the National Museum of Victoria 
(NMV), of which he was honorary director, and formed 'the largest and most important 
collection of Aboriginal art before the 1940s'. Spencer 'applied aesthetic judgments' to 
these acquisitions but was also aware of their ceremonial importance. s3 Amongst the 
objects he collected were the visually striking and culturally significant Tiwi 
graveposts, foreshadowing later collecting efforts by Tony Tuckson and Dr Stuart 
Scougall for the AGNSW collection. 
In the latter part of the 19th century, 'primitive art' became a subject for investigation 
primarily within the context of evolutionary theory, but this perspective was challenged 
with the publication of Franz Boas' Primitive Art in 1927. Boas championed 'historical 
particularism', and questioned 'underlying assumption(s) that evolution had proceeded 
according to the same principles in all countries and cultures' .s4 A number of scholarly 
studies of 'primitive art', conducted from the 1930s onwards, contributed to this shift by 
examining the particularities of Aboriginal art, although primarily from an 
anthropological perspective.ss Recurring themes and symbols were identified as were 
studies of regional differentiation, establishing an understanding that Aboriginal art did 
not reflect a homogenous whole. Anthropologists such as A P Elkin and Ronald and 
Catherine Berndt examined Aboriginal art within the context of culture but contributed 
to an awareness of Aboriginal people as 'artistic' and 'obviously not devoid of aesthetic 
sense' .s6 Collections of Aboriginal art, some commissioned by museums, began to be 
assembled by researchers such as Norman Tindale, Charles Mountford, Donald 
52 Ibid., 147. While there were some rock paintings in the south-east, these were not as complex as many 
of those in northern Australia. Other visual representations included tree carvings and painted shields. 
53 Sayers, Australian Art, 101. 
54 Jones, 'Perceptions of Aboriginal Art: A History,' 157-58. 
55 These include studies by Elkin, Davidson, the Berndts, McConnel, Pink, McCarthy, Thomson, and 
Mountford. 
56 A P Elkin, The Australian Aborigines (Sydney: Angus and Robertson, 1932), 262. 
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Thomson and Ronald and Catherine Berndt. It was through the publications of 
researchers, collections and exhibitions that knowledge and an appreciation of 
Aboriginal art was developed. 
Coinciding with anthropological research were changes in Western attitudes to non-
Western art which occurred from the mid 19th century with influences such as 
Japonisme. Early in the 20th century, this continued with 'primitive' art being used as a 
source of inspiration by artists such as Pablo Picasso, Paul Klee, Max Ernst and 
Maurice Vlaminck. Various forms of tribal art were admired for their raw strength, pure 
expression and formal properties. Aspects of these art forms were utilised by the 
Cubists and later the Surrealists as a means of injecting vitality and innovation into a 
European art practice considered by the avant-garde as stultified by the weight of 
tradition. Initial interest in African art was extended to include Mezo and Native 
American as well as Oceanic art, although Aboriginal art was largely ignored by 
European artists.57 As a result, primitive art, while concurrently being displayed in 
ethnographic contexts, also came to be associated with a Modernist aesthetic by virtue 
of its appropriation by Western artists. 
These shifting attitudes paved the way for art exhibitions that included the work of 
Indigenous Australians. The first major display to present Aboriginal work as art was 
Primitive Art, presented by the National Museum of Victoria in 1929. The exhibition 
incorporated a range of Aboriginal art forms from throughout the country and marked 
the first 'direct Aboriginal involvement in an exhibition of this kind' with two 
Wangkangurru men demonstrating object production techniques.58 Art of Australia, 
shown in the USA and Canada in 1941, was one of several exhibitions in the early 
1940s contributing to shifting perceptions of Aboriginal art. By being exhibited 
internationally alongside contemporary Australian non-Aboriginal works, Indigenous 
art was 'given official sanction' .59 Although the eleven barks and three pen drawings 
were positioned in the Art of Australia catalogue 'as if belonging to a prehistory of 
57 Paul Klee has been suggested as one exception, while West cites a 'belated acknowledgment' from 
Picasso in a letter to Yirrkala artists in the 1960s stating: 'I admire and envy you your art'. West, 
'Aboriginal art from the Queensland Art Gallery Collection,' 2. 
58 Jones, 'Perceptions of Aboriginal Art: A History,' 166-67. 
59 Tuckson, 'Aboriginal Art and the Western World,' 63. 
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Australian art ... for the first time 'Aboriginality' was promoted as an important 
signifier of white Australian art'. 60 
The artist Margaret Preston, who contributed to the exhibition catalogue, had been 
writing in Art in Australia from the 1920s onwards, promoting the merits of Aboriginal 
art and citing its relevance in the creation of a national art. She looked to Aboriginal art 
'in wishing to rid myself of the mannerisms of a country other than my own', claiming 
that 'it is only from the art of such people in any land that a national art can spring' .61 
At the same time Preston sought to translate Indigenous visual forms into applied and 
commercial design as she and other artists and designers appropriated Aboriginal 
imagery for use in functional and decorative items. These efforts were supported by 
several anthropologists with interests in Aboriginal art and led to the 1941 exhibition 
Australian Aboriginal Art and its Application, organised by the Australian Museum's 
Frederick McCarthy and held at the Sydney department store David Jones.62 
To demonstrate the broad impact of Indigenous art, the exhibition was organised in 
three main sections which included Aboriginal work; examples of Indigenous motifs 
adopted as design elements in media such as ceramics and textiles; and depictions of 
Aboriginal life by non-Indigenous artists. An interesting comparison can be made 
between this show and the exhibition Balance 1990, held some 50 years later at QAG, 
which will be examined in further detail in Chapter four. The former aimed to 
encourage greater interest in Aboriginal art as a source for Australian artists and 
designers. The paintings of Albert Namatjira which would have reflected a reverse trend 
were not included, as his adaptation of European traditions had seen his art labelled by 
several influential critics as derivative.63 Balance differed by examining 'mutually 
60 Ian Burn, 'Namatjira's White Mask,' in The Heritage of Namatjra: The Watercolourists of Central 
Australia, eds. Jane Hardy, JV S Megaw, and M Ruth Megaw (Port Melbourne: William Heinemann 
Australia, 1992), 261. 
61 Margaret Preston, 'The Indigenous Art of Australia,' Art in Australia 11, no. 3rd series, March (1925): 
34. Roger Butler and Nicholas Thomas examine Preston's advocacy and application of Aboriginal art and 
the complex issues of appropriation or transformation of Indigenous imagery in Roger Butler, The Prints 
of Margaret Preston. A catalogue raisonne (Melbourne: Australian National Gallery and Oxford 
University Press, 1987), Nicholas Thomas, Possessions: Indigenous Art/Colonial Culture (London: 
Thames and Hudson, 1999). 
62 These included AP Elkin, Frederick McCarthy, Norman Tindale and Ursula McConnel who supported 
'artists, craftspeople and educators like Margaret Preston, Violet Mace and Frances Derham' in these 
pursuits. Burn, 'Namatjira's White Mask,' 261. Jones argues that the inclusion oflarge numbers of non-
Aboriginal artists in the exhibition 'shows how many recognized artists were actively interested in the 
cause of Aboriginal art'. Jones, 'Perceptions of Aboriginal Art: A History,' 175. 
63 Burn, 'Namatjira's White Mask,' 261-63. 
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exerted influences shaping Aboriginal and non-Aboriginal art in Australia' .64 Both 
employed a collaborative and consultative process, the former with non-Aboriginal 
artists and anthropologists and the latter with both Indigenous and non-Indigenous 
involvement. 
Fig 2.7 Leonhard Adam (illustration), 
Cover of exhibition catalogue, Primitive Art, 
National Gallery and National Museum of 
Victoria, Melbourne, 1943. 
Two years later, in 1943, the NGV and NMV presented Primitive Art, a comprehensive 
exhibition of tribal art from around the world, including a select but varied display of 
Aboriginal art. In the accompanying catalogue, art historian Leonhard Adam described 
Indigenous cultural production as 'part of the History of Art', indicating that increasing 
appreciation of Indigenous art was informed by both greater understanding of its 
religious and social functions as well as regard for its aesthetic qualities. 65 While Adam 
advocated an understanding of cultural context in providing a greater understanding of 
Aboriginal art, he also perceived a hierarchical distinction between 'primitive' art, 
grounded in religious beliefs, and Western art, created purely for art's sake. Perceptions 
such as this which 'gained credence in the 1940s' created a 'false dichotomy ... 
between aesthetic and cultural considerations ... and exerted considerable influence on 
perceptions of Aboriginal art', causing influential critics such as Adam 'to exclude 
primitive art from consideration in the same terms as the mainstream art of the West' .66 
In galleries these differences came to be manifest in the manner in which works were 
displayed and their physical location within art institutions. 
Despite these judgements, exhibitions held in Australia and overseas in the 1930s and 
1940s brought critical and popular attention to bear on Aboriginal art and contributed to 
perceptions that it merited a place in major public art museums.67 Exhibitions of 
64 Queensland Art Gallery, Queensland Art Gallery Annual Report 1989-90 (South Brisbane: Queensland 
Art Gallery, 1990), 14. 
65 Leonhard Adam, 'Introduction,' in Primitive Art Exhibition (Melbourne: National Gallery and National 
Museum of Victoria, 1943), 1. 
66 Adams' views are described in Jones, 'Perceptions of Aboriginal Art: A History,' 170-71. 
67 Besides those mentioned, major exhibitions included Primitive Arts and Crafts, 1934, organised by the 
Anthropological Society of New South Wales, Sun Building, Sydney; Outback Exhibition, 1934, 
organised by the United Missionary Council of Victoria, Melbourne Town Hall; International Art 
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Aboriginal art continued in the 1950s and, apart from displays of Namatjira's work, 
these 'mainly reflected a bias towards northern Australia' .68 The Art of Arnhem Land, an 
exhibition mounted at the 1957 Festival of Perth by Ronald and Catherine Berndt, was 
significant for interpreting the work from an art historical perspective through its 
'scholarly presentation and coverage of contemporary and historic trends in Arnhem 
Land art' as well as 'the prominence given to individual Aboriginal artists and their 
location within artistic schools and traditions' .69 
Finding a permanent place in art institutions 
Works donated to state galleries in 1956 from the AASEAL expedition formed the core 
and in some cases the foundation of Indigenous collections in these institutions at the 
time, while expedition leader Charles Mountford played a substantial role in promoting 
Aboriginal art in exhibitions in Australia and internationally in the 1950s and 1960s.70 
In the late 1950s another significant step in establishing a more permanent place for 
Indigenous art in Australian galleries occurred when AGNSW Deputy Director Tony 
Tuckson and patron Dr Stuart Scougall made two trips to northern Australia to 
commission and collect art works. Amongst these, a group of seventeen pukamani 
graveposts from Melville Island, donated to the AGNSW by Scougall, were not only 
displayed in the Gallery but prominently positioned at the front of the institution - a 
move which created some controversy. In a review by an unidentified author in The 
Bulletin it was noted that the poles: 
... make a somewhat bizarre display ... and most people ... will wonder if the 
proper place for them is not the museum ... These Melville Island posts, though 
they have definite artistic merit of an elementary kind, are really more in the 
nature of ethnological curiosities than works of art ... If they are to remain in the 
Gallery ... it might be better to distribute them around in odd corners instead of 
displaying them so prominently; or at least to move the entire aboriginal 
collection to some place where it will not clash so violently with the infinitely 
more sophisticated works nearby.71 
Exhibition, 1937 Paris, sent by the Australian National Research Council; and Art of the South Seas, 
1946, Museum of Modern Art, New York. 
68 Jones, 'Perceptions of Aboriginal Art: A History,' 174. 
69 Ibid. 
70 Ibid., 172. 
71 'Poles,' The Bulletin, 1 July 1959, 25. In Australian Aboriginal Art, Tony Tuckson identifies the author 
as Douglas Stewart. 
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In spite of a mixed reception to the work, Tuckson continued to acquire and display 
Aboriginal art at the AGNSW, which 'became the first State gallery to actively collect 
and display Aboriginal art - even though pieces were often shown in conjunction with 
the art of Oceania', thus representing it as something 'other' and separate from 
Australian art.72 Tuckson also developed Australian Aboriginal Art, the first exhibition 
dedicated exclusively to Aboriginal art to tour Australia. It was arranged by state 
galleries including QAG, and toured in 1960-61. The associated publication represented 
a collaboration between artists and anthropologists, and the exhibition provided an 
impetus for the collection and circulation of Aboriginal art within Australian art 
institutions. Ronald Berndt summarised the changing attitudes, observing: 
Australian Aboriginal art is becoming better known these days ... than ever 
before. Once it was relegated to the ethnological section of a museum, and 
treated along with artifacts and material culture of other non-literate peoples. 
Now it is not unusual to find such things as Aboriginal bark paintings taking 
their place alongside European and other examples of aesthetic expression. And 
because they rub shoulders with all forms of art, irrespective of cultural origin, 
the inference is that they are being evaluated in more general terms: ... that it is 
... taking its place in the world of art .... Fifteen to twenty years ago few of us 
would have envisaged this meteoric rise in popularity, within Australia and 
overseas. 73 
In the 1960s and 1970s important social and political changes brought Indigenous 
affairs to the foreground and gave further impetus to the movement of various forms of 
Aboriginal art into art institutions. The 1967 Referendum giving Aborigines full 
Australian citizenship and rights coincided with advocacy for land rights and social 
justice. The Department of Aboriginal Affairs, established in 1971, and the Aboriginal 
Arts Board of the Australia Council, created in 1973, encouraged the marketing of 
Indigenous art and contributed funding for artists and art co-operatives. Systematic 
marketing strategies enabled the art of remote communities to be more easily promoted 
to a broad audience. Missions and their associated shops, many of which had 
commissioned and displayed Aboriginal art, were supplemented by government-assisted 
shops and galleries in capital cities, all leading to greater presence and visibility for 
Aboriginal art. Indigenous people were actively involved in these processes and in 
72 Wally Caruana, 'Black art on white walls? Institutional responses to Indigenous Australian art,' in The 
Oxford Companion to Aboriginal Art and Culture, eds. Sylvia Kleinert and Margo Neale (Oxford: Oxford 
University Press, 2000), 454. Frank Norton, Director of the Art Gallery of Western Australia (AGWA) 
from 1958-1975, also undertook collecting field trips to the Kimberley region and Arnhem Land in the 
1960s and 1970s, developing the Indigenous collection for the Gallery. He was supported in these 
endeavours by Professor Roland Berndt who was based in Perth at the time. 
73 Ronald M Berndt, 'Preface,' in Australian Aboriginal Art, ed. Ronald M Berndt (Sydney: Ure Smith, 
1964), 1. 
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facilitating change from community level to governance on a national level. A leading 
role was taken by individuals such as Wandjuk Marika in his position as founding 
member and later chair of the Aboriginal Arts Board in the 1970s.74 Under the tenure of 
Chicka Dickson from 1983, prominent activist Gary Foley was appointed Indigenous 
Director of the Aboriginal Arts Board and generated increased funding for Aboriginal 
art while strongly campaigning for greater Indigenous agency within the industry. 
The granting of Land Rights in 1976, along with access to government services and 
funding, contributed to the momentum of the outstation movement which was a return 
from population centres to traditional "country'. In this environment artistic production 
was re-invigorated for both cultural and economic reasons. It was also influenced by art 
advisors, who introduced non-traditional media such as batik, screen printing and 
acrylics. These factors contributed to the development from the early 1970s of the 
Papunya Tula painting movement which featured traditional sand and body designs re-
interpreted in acrylic paint on board and later on canvas by Central and Western Desert 
artists.75 These works challenged notions of what was understood as authentic 
Aboriginal art and were not initially collected by public art institutions, apart from the 
Museum and Art Gallery of the Northern Territory (MAGNT) which acquired 223 
Papunya Tula works between 1971 and 1976, and the AGSA which was given 20 
Papunya paintings in 1978.76 
74 Wunduk's father Mawalan Marika was one of the Yolngu leaders involved in presenting the Bark 
Petition to Federal Parliament in 1963. The petition incorporated painted clan designs as a means of 
asserting custodianship of lands threatened by mining. 
75 The acrylic painting or Papunya Tula art movement which commenced in the 1970s came to be known 
as Western Desert art, but as acrylic painting was adopted by both Central and Western Desert 
communities, the term is not literally accurate. Within this thesis, the movement will be referred to as 
Desert art, a shortened form of the more unwieldy 'Central and Western Desert art'. Geoffrey Bardon, the 
teacher who encouraged Aboriginal elders to render ceremonial designs in acrylic paint on board, 
documents the development of Papunya Tula art in Geoffrey Bardon, Aboriginal Art of the Western 
Desert (Adelaide: Rigby, 1979), Geoffrey Bardon, Papunya Tula: Art of the Western Desert (Melbourne: 
McPhee Gribble, 1991), Geoffrey Bardon, Papunya: a place made after the story: The beginnings of the 
Western Desert Painting movement (Carlton, Victoria: Melbourne University Press, 2004). Fred Myers 
examines the value production of Desert art and its movement into the artworld in Fred R Myers, 
Painting Culture: The Making of an Aboriginal High Art (Durham and London: Duke University Press, 
2002). The catalogue accompanying a major survey of Papunya Tula work at the AGNSW in 2000 
provides context and additional perspectives on the genesis of this significant art movement. Hetti Perkins 
and Hannah Fink, eds., Papunya Tula: Genesis and Genius (Sydney: Art Gallery of New South Wales 
and Papunya Tula Artists, 2000). 
76 Jane Hylton, 'Art Gallery of South Australia, Adelaide,' in Aboriginal Art Collections: Highlights from 
Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: Craftsman House, 2001 ), I 03, 
Margie West, 'Museum and Art Gallery of the Northern Territory, Darwin,' in Aboriginal Art Collections: 
Highlights from Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: Craftsman 
House, 2001), 37. 
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Moves to legitimise varying forms of Aboriginal art as contemporary art took on 
momentum in the 1980s, and the inclusion of bark paintings by three Arnhem Land 
artists in the 1979 Sydney Biennale at the AGNSW was significant in positioning 
Indigenous paintings amongst contemporary international works including conceptual 
and performance pieces.77 At the opening of the NGA in 1982, the inaugural Australian 
collection display included two Indigenous bark paintings from the early 201h century 
hung alongside an Edwardian painting by Hugh Ramsay. This positioning was 
noteworthy for conveying a sense that Aboriginal art is part of the continuum of 
Australian art history. By the 1980s, after meeting with initial resistance, Desert art was 
gradually being incorporated into public art galleries, and at the AGSA, Clifford 
Possum Tjapaltjarri's Man's Love Story (1978), acquired in 1980, was hung with 
contemporary non-Indigenous Australian works, 'rather than in a segregated display' .78 
Bernice Murphy, curator of the first Australian Perspecta, a biennial exhibition of 
recent Australian art held at the AGNSW in 1981, contributed to this shifting 
perspective by displaying three acrylic paintings by Papunya Tula artists alongside 
avant-garde works by non-Indigenous Australian practitioners. Justifying the inclusions 
of the Desert works, Murphy argued for a need to reconsider perceptions of Aboriginal 
art as fixed and unchanging, remarking that 'Aboriginal ground paintings in acrylic on 
canvas have long been excluded from art museums because of quite artificial strictures 
placed around the question of their "cultural authenticity'" .79 
Reviewing the event, Graeme Sturgeon noted the difficulties in locating the works 
within a Western artistic discourse, declaring: 
It was a brave attempt to give recognition to the cultural achievements of the 
original inhabitants of this country but one which raised many awkward 
questions. Why did such recognition take so long? Is it Aboriginal art or just art 
by Aborigines? By what criteria are we to judge it?80 
Sturgeon's tone and interrogation suggests his discomfort with these unorthodox 
inclusions, but at the same time he reiterates some of the complex dilemmas concerning 
classification, location and interpretation raised by Namatjira's work many years earlier, 
77 Sydney Biennale Ltd, European Dialogue, 3rd Sydney Biennale (Sydney: Art Gallery of New South 
Wales, 1979). 
78 Hylton, 'Art Gallery of South Australia, Adelaide,' 103. 
79 Bernice Murphy, Australian Perspecta 1981 (Sydney: Art Gallery of New South Wales, 1981), 15. 
Perspecta 81, as it was frequently referred to, included works by Clifford Possum Tjapaltjarri, Tim Leura 
Tjapaltjarri, and Charlie Tjapangati. 
80 Graeme Sturgeon, 'Perspecta 81: The "been-there-done-that" of the new,' Art and Australia 19, no. 3 
(l 982): 339. 
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which QAG and other galleries would continually face as diverse forms of Indigenous 
art gained prominence. 
A new categorisation of Aboriginal art as contemporary art was emerging, to some 
extent replacing perceptions of it as tourist art or primitive art, but still tying it to fixed 
notions of authenticity. As Howard Morphy observes: 
The new category included art from all regions of Australia with the proviso that 
the works were in continuity with Aboriginal traditions, and thus part of a 
trajectory that stretched backwards into the precolonial era .... The category 
came into being partly because Aborigines asserted the contemporary relevance 
of their art in the Australian context. It was their contemporary art, it influenced 
white Australian art and in tum was influenced by the post-colonial context of 
its production. Aboriginal art, too, represented dynamic and diverse traditions, 
and for those who were prepared to see, it was an avowedly political art. 81 
Ironically this led to a different kind of marginalistion for those artists not seen as being 
in touch with a 'continuity of tradition', and whose work was perceived as hybrid and 
culturally inauthentic. Annette Hamilton argues that settler Australians have perceived 
Aborigines according to two 'circuits of meaning ... The first circuit is clearly associated 
with "the bush", with nature, with mystic power and "tribalism"; the latter, with towns 
or cities, loss of cultural identity, lack of control and "de-tribalisation"'. 82 As a result, 
visual production emanating from the 'second circuit' is typically criticised as lacking 
legitimacy and authenticity. Sturgeon implies this when he judges the Desert works in 
Australian Perspecta 81, remarking that 'made-to-order work' which does not arise 'as 
an aspect of tribal society' has lost 'the symbolic meaning fundamental to Aboriginal art 
... What we get in its place may look superficially the same but be, in fact, meaningless 
decoration' .83 
For urban and rural Indigenous artists, many of whom had experienced cultural 
displacement and dispossession, this meant a lack of legitimacy was accorded to their 
art practice, with exclusions from both Aboriginal and non-Aboriginal art histories. 
Consequently the work of many urban-based artists has been political in nature, 
81 Morphy, 'Seeing Aboriginal Art in the Gallery,' 46-7. 
82 Annette Hamilton, 'Fear and Desire: Aborigines, Asians and the National Imaginary,' Cultural Studies 9 
(1990): 21. 
83 Sturgeon, 'Perspecta 81: The "been-there-done-that" of the new,' 339. Sylvia Kleinert describes other 
instances in which the term 'decorative' has been applied to Aboriginal art, implying a loss of authenticity 
and according such work a lower status. Sylvia Kleinert, 'Deconstructing "The Decorative": A Study of 
the Impact of Euro-American Artistic Traditions on the Reception of Aboriginal Arts and Crafts,' in 
Crafts in Society: An Anthology of Perspectives, ed. Noris Ioannou (South Fremantle: Fremantle Arts 
Centre Press, 1992). 
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exploring themes such as 'recovering identity, tracing cultural roots, and general issues 
concerning the nature of black-white relations' .84 Exhibitions such as Koori 84, held in 
Sydney in 1984, were significant in developing awareness of the work of Koori, Nunga, 
Nyungar and Murri artists - art-school trained or self-taught urban and rural 
practitioners - while the Boomalli co-operative of Indigenous arts practitioners 
established in Sydney in 1987 was also a force in promoting the work of emerging 
urban Indigenous artists, many of whom subsequently achieved substantial national and 
international recognition. Like Namatjira and other Aranda artists decades earlier, 
however, works by urban and art-school-trained practitioners, collectively termed 
'urban art' or 'Koori art', challenged established definitions of Aboriginal art. As Luke 
Taylor points out, they also had an impact on 'artists in Arnhem Land and the desert 
regions' by freeing them 'from constraints to conform to the tropes of "primitivism" just 
as the same false stereotype was shown to be inappropriate for artists working in less 
remote places' .85 Nevertheless, as with the Desert art movement, public galleries were 
initially cautious in acquiring such work for their Indigenous art collections.86 
Besides changes in the political and social climate, the influences of postmodernism 
which embraces pluralism and divergent practices, and postcolonialism which 
highlights marginalisation and advocates revisionist histories, have also been 
contributing factors in the increased presence of diverse forms of Indigenous art in art 
museums. Aboriginal people have also been instrumental in initiating change through 
activism, critical writings, leadership and membership of the Aboriginal Arts Board and 
the Australia Council, and through the formation of art co-operatives such as Boomalli 
in Sydney and the Campfire group in Brisbane. Such activism has also included 
assertions of a strategic 'pan-Aboriginality' and 'the perpetuity of Aboriginality as an 
84 Henrietta Fourmile, 'Aboriginal Women - Artists at Last,' in Aratjara: Art of the First Australians, ed. 
Berhnard Luthi (Dusseldorf, Germany: Kunstsammlung Nordrhein-Westfalen, 1993), 74. Kleinert 
examines art historical exclusions of artists from south-east Australia in Sylvia Kleinert, '"Jacky Jacky 
Was a Smart Young Fella." A study of art and Aboriginality in Southeast Australia 1900-1980' 
(Unpublished PhD thesis, Australian National University, 1994 ). 
85 Luke Taylor, 'Introduction,' in Painting the Land Story, ed. Luke Taylor (Canberra: National Museum 
of Australia, 1999), 8. Boomalli foundation artists include Bronwyn Bancroft, Euphemia Bostock, Brenda 
L Croft, Fiona Foley, Fernanda Martins, Arone Raymond Meeks, Tracey Moffatt, Avril Quail, Michael 
Riley, and Jeffrey Samuels. For an informative overview of the development ofBoomalli see Brenda L 
Croft, 'Boomalli: from little things big things grow,' in Painting the Land Story, ed. Luke Taylor 
(Canberra: National Museum of Australia, 1999). 
86 Although most major art institutions typically wait until any artist reaches a point where he or she is 
fairly well-established before acquiring work, this practice is tempered by the need to seek out those 
practitioners whose work is in the ascendancy in order to be 'ahead of the game' and to obtain 
outstanding works at affordable prices. 
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essential identity irrespective of its location'. 87 From the 1980s and 1990s galleries 
began to employ Indigenous curators and since this time greater consideration has been 
given to cultural sensitivities in the collection and display of Indigenous material and to 
questions of access, consultation, collaboration and custodianship. 88 
The decisions QAG made in developing its Aboriginal art collection were influenced by 
shifting perceptions of the nature and legitimacy of various forms of Indigenous art 
practice. Chapters three and four will describe how the Gallery actively developed its 
Aboriginal art collection during the 1980s and 1990s and dealt with issues of 
consultation and collaboration. It took many years for various forms of Aboriginal 
cultural production to be considered as fine art and the following chapters will 
demonstrate how Indigenous art shifted in both a literal and metaphorical way from 
tribal galleries located in marginal spaces to take up a prominent place within Australian 
art institutions. As diverse forms of Indigenous art gradually came to be accorded 
increased status and considered a prestigious part of major Australian art collections, 
QAG needed to consider how it would be positioned, both literally within its internal 
spaces and conceptually within art historical taxonomies, and the following chapters 
address these complex questions. 
Contexts for collecting contemporary Asian art in Australia 
When QAG launched the First Asia-Pacific Triennial of Contemporary Art (APT) in 
1993, director Doug Hall observed: 
With the West's fascination for the past and the preoccupation of Western 
museums with revealing the arts of Asia as art history, it is interesting to note 
that few of these museums with strong Asian collections show the same 
commitment to collecting, exhibiting and interpreting contemporary art that they 
have done with their historical collections. 89 
This situation provided the opportunity for QAG to develop a prominent acquisition and 
exhibition program focusing on contemporary art from the region, although the Gallery 
87 Hamilton, 'Fear and Desire: Aborigines, Asians and the National Imaginary,' 21. 
88 Djon Mundine, appointed in 1984 as the AGNSW's Curator-in-the-Field, marked 'the first time an 
Aboriginal person had been appointed to a curatorial position in an Aboriginal art department of a public 
gallery' and in 1993 Daphne Wallace became the 'first full-time permanent Aboriginal curator to head a 
department of Aboriginal art in the country'. Margo Neale, Yiribana: An introduction to the Aboriginal 
and Torres Strait Islander Collection, The Art Gallery of New South Wales (Sydney: The Art Gallery of 
New South Wales, 1994), 15, 134. 
89 Doug Hall, 'Preface,' in Tradition and Change: Contemporary Art of Asia and the Pacific, ed. Caroline 
Turner (St Lucia, Brisbane: University of Queensland Press, 1993), xii. 
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seemed an improbable contender for such a role. Unlike other Australian public 
galleries, QAG lacked a substantial Asian historical collection from which a 
contemporary focus might logically develop. In contrast, other state galleries had been 
developing Asian collections, although often in a rather unplanned and spasmodic 
manner, since the late 19th and early 20th centuries. 
Darryl Collins explains how, between 1854- 1900, 'a series of intercolonial and 
international exhibitions held in Australia' provided access to various forms of Asian 
art, and an 'inherent perception of Asia as the unknown and exotic' influenced public 
interest in the products presented at these events.90 In the late 19th and early 20th 
century, Australian galleries gradually began to acquire examples of art from Asia, 
enabling visitors to gain a sense of the significance of the region's art and culture, 
although exclusionist measures such as the 'White Australia' policy discouraged Asian 
migration to Australia at this time. The AGNSW collection began in 1879 with a 
sizeable gift from the Japanese government of ceramics and bronzes shown at the 
Sydney International Exhibition the same year. In Melbourne, the NGV acquired its 
first Chinese works including bronzes, enamels andjade works in 1867 and in 1938 
collector H W Kent was appointed as the first Honorary Curator of Oriental Art. The 
Art Gallery of Western Australia (AGW A) began its collection of Asian material in 
1902 with the acquisition of Japanese prints and decorative arts, while for the AGSA 
Chinese and Japanese ceramics acquired in 1904, followed by several bequests in 
subsequent years, provided the foundations of its Asian collection. For many years, 
Asian art collections in state galleries developed mainly through gifts and bequests from 
collectors, rather than well-articulated museum policies. Nevertheless, institutions were 
able to build on these acquired specialist collections - the NGV, in particular, was able 
to increase its holdings as a result of the Felton Bequest - while QAG was noticeable 
for the paucity of its holdings. 91 
The AGNSW became the first Australian state gallery to appoint a full-time Curator of 
Asian Art with a separate Asian Art department established in 1979. Since that time, the 
Gallery has dedicated significant resources and space to building a comprehensive 
collection of Asian art, with particular strengths in pre-modem art from China and 
Japan. The NGV has also developed an extensive Asian art collection with strengths in 
90 Darryl Collins, 'Asian Art and Australia: one hundred and fifty years of Exhibitions, Connoisseurs and 
Collections,' Art and Australia 30, no. 3 (1992): 379. 
91 Ibid.: 379-84. 
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the area of historical Chinese art. In the 1970s the AGSA, realising it lacked sufficient 
funding to expand its existing holdings of Chinese and Japanese work into a collection 
of international standing, directed its attention to Southeast Asian art. This timely move 
which, like QAG's Asian art initiatives was partly motivated by constraints as well as a 
belief in the quality of art from the region, enabled the AGSA to build a strong 
collection of Thai and Vietnamese ceramics, and Indonesian textiles. Although the 
NGA was not opened until 1982, the acquisition of Asian art had begun in the late 
1960s. Nevertheless, the institution also had to consider collection emphases and the 
strengths of other art museums. The Gallery developed a strong collection of Southeast 
Asian and Indian sculpture and demonstrated vision in acquiring a specialist collection 
of Southeast Asian textiles of international standing. These acquisitions, along with 
other significant works from the region, were presented in a dedicated space, the 
Nomura Court, from the early 1990s.92 Apart from exhibitions curated from state and 
national gallery collections, during the second half of 201h century a number of major 
exhibitions of Asian art toured Australia and enabled a greater understanding of art from 
the region.93 
Thus, Asian art had a place in Australian museums, but the message conveyed by these 
displays was that these magnificent cultural expressions existed only in the past. There 
was little or no sense of current practice in the region, as Euro-American art remained 
the benchmark by which contemporary art was assessed. In addition, Asian art was 
subject to hierarchies of taste which privileged European art in Australian galleries. In 
an examination of public collections of Asian art, Anna Clabbum observes: 
Too often these enormous bodies of work are crammed into tight or low priority 
areas of the gallery, some relegated to upper or lower floors or, worse still, 
perennial storage. This locational prejudice is becoming eroded as Asia becomes 
. 1 94 more top1ca . 
In reviewing the opening of the AGNSW's specially designed Asian gallery in 1990, 
John Clark also refers to the lack of prominence given to Asian art collections when he 
asks why this space should be 'the last completed, when the cultures the works belong 
92 Although described as an 'ethnographic' object collection, the Museum and Art Gallery of the Northern 
Territory's (MAGNT) extensive holdings of Asian work have resulted largely from the initiatives of Dr 
Colin Jack Hinton who emphasised Darwin's geographical location within the wider Asia-Pacific region. 
See Anna Clabburn, 'Varied Treasures,' Asian Art News, Australia supplement 5, no. 3 (May-June 1995). 
93 Touring exhibitions such as The Sculpture of Thailand, 1976 and Japan: Masterpieces from the 
Idemitsu Collection 1982-83 were shown at QAG, while others, such as The Chinese Exhibition, 1977, 
and Qin Shihuang: Terracotta Warriors and Horses, 1982-83, were immensely successful. 
94 Clabburn, 'Varied Treasures,' 9. 
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to are those geographically nearest to Australia'. Clark further suggests that a focus on 
developing collections and insightful presentations of Asian art would be a means by 
which Australian art institutions could avoid creating 'a virtual mirror image' of 
'equivalents in Europe and America' .95 
Nevertheless, despite the greater strengths and specialities of Asian collections in other 
institutions, it was QAG that took the initiative in making a name for itself by focusing 
on contemporary art from the region, as Chapters five and seven will reveal. Such a 
shift in direction came about not only as a result of decisions made within the 
institution, but was also influenced by an external climate of change in the mid 1980s 
which saw increased Australian engagements with Asia in cultural, political and 
economic arenas. These shifts in national policies represented an adjustment in 
Australia's 'historically uneasy relationship to the Asian region'. 96 
Australia-Asia relations 
Although geographically located within the Asia-Pacific basin, since white settlement 
Australia has primarily remained culturally and economically tied to Britain, Europe 
and North America. As Mark McGillivray and Gary Smith observe: 
Asia, on the other hand, was often seen as an alien and unfriendly place. 
Australians were haunted by images of the 'yellow peril' and the dangers it was 
thought to pose for their ways of life. Asian immigration was to be discouraged 
and the Australian economy had to be protected from cheap Asian imports. 
Engagement in the region was mainly limited to defence from hostile elements 
within it.97 
Australia's vast empty spaces and its position as a predominantly white nation 
geographically distant from Europe, coupled with xenophobic views, fuelled fears of 
invasion by its populous northern neighbours. Although negative views persisted, 
Australia's proximity to Asian countries also enabled many Australians to gain a greater 
understanding of the region through trade and travel. In The Yellow Lady, Alison 
Broinowski details a long history of Australian artists' interests in the region, although 
95 John Clark, 'Once Again, the East,' Art Monthly Australia, no. 30 (May 1990): 2. 
96 Maryanne Dever, 'Introduction,' in Australia and Asia: Cultural Transactions, ed. Maryanne Dever 
(Honolulu: University of Hawai'i Press, 1997), 1. 
97 Mark McGillivray and Gary Smith, 'Australia and Asia: Introduction,' in Australia and Asia, eds. Mark 
McGillivray and Gary Smith (Oxford and Melbourne: Oxford University Press, 1997), l. 
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in many instances these cultural interactions were influenced by notions of 
'Orientalism' -European formations of the East as exotic, mysterious, feminine, 
irrational and inferior.98 
Apart from forays into the region by individual artists, from the 1940s onwards various 
art exhibitions from Australia toured a number of Asian countries, mainly under the 
auspices of the Department of Foreign Affairs and Trade (DF AT), playing a role not 
just in cultural exchange but also in facilitating the Australian Government's objectives 
in the region. Neil Manton, former Director of DF AT' s Cultural Relations Branch, 
(Southeast Asia and Pacific), explains that exhibitions toured to Asia 'were part of our 
image-making strategy' and that DF AT 
... never made any pretence about the role of the arts in the support of broader 
foreign policy interests, including trade ... In the immediate post-war years it 
was an essential element in the Cold War battle for the hearts and minds of the 
newly emerging nations of S.E. Asia ... [as] a viable alternative to whatever the 
Communist countries were offering. 99 
In Cultural Relations: The Other Side of the Diplomatic Coin, Manton examines the 
impact of several of these exhibitions arguing that, apart from this political and 
promotional function and the development of stronger cultural ties, they enabled 
Australians involved in the exhibitions to gain a greater understanding of contemporary 
art practice in Asia. These cultural exchanges were not uni-directional since exhibitions 
such as Art from Malaysia, which presented the work of some of Malaysia's leading 
contemporary artists, toured Australian galleries, including QAG, in 1969-70. It was 
not, however, until two art specialists accompanied Australian Art Today for the 
duration of its Southeast Asian tour in 1969-70 that much was made of the potential 
offered by these initiatives. James Mollison, who would later become foundation 
Director of the National Gallery of Australia (NGA), and Ian Primrose accompanied the 
exhibition and communicated extensively with audiences and artworld colleagues in the 
region. 
During the tour, Mollison and Primrose investigated local art practice, established a 
number of important contacts with individuals and institutions, and made 
recommendations to the Commonwealth Arts Advisory Board (CAAB) for acquisitions 
98 Alison Broinowski, The Yellow Lady: Australian impressions of Asia (Oxford and Melbourne: Oxford 
University Press, 1992). See also Edward W Said, Orientalism, 1995 ed. (London: Penguin, 1978). 
99 Neil Manton, The arts of diplomacy,' Artlink 20, no. 2 (2000): 24. 
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for the national collection which would eventually be housed in the NGA which opened 
in 1982.100 The pair commented favourably on the contemporary art scene in Singapore, 
the Philippines and Malaysia, while in the latter country discussion centred on the idea 
of a regional Biennial. Primrose notes in his diary: 
... a suggestion for a SE Asian regional Bienniale [sic] - type invitation 
exhibition. All were much in favour as were Mollison and myself. The ground 
has been laid and now the idea needs some solid pushing at the Gov't level to be 
made a reality. It would be a very important step for Asia to take and one which 
would reflect beneficially in its Arts. 101 
Although these activities 'laid a base for ongoing contact and increased exchange', and 
the CAAB showed interest in Mollison's proposal to acquire selected works by 
contemporary Southeast Asian artists, these opportunities were not pursued in the 
following decade and a half. 102 
From the 1970s onwards changes in the political and economic spheres led to shifts in 
Australia-Asia relations. In the early 1970s a change of government saw an end to 
Australian involvement in the Vietnam war, the dismantling of the 'White Australia' 
policy and the formal recognition of communist China. These political moves were 
accompanied by increased industrial development within the region, including the rise 
of Japan as a major economic power, and coincided with a weakening of Australian 
traditional trade ties with Britain following the latter's repositioning within the 
European Economic Community. In the mid 1980s and early 1990s Asian economies 
experienced strong growth, providing enticing markets for trade and causing successive 
Labor governments, initially under Bob Hawke but particularly during Paul Keating' s 
leadership, to emphasise Australia's 'new-found' place in Asia. 
As a result, cultural initiatives in the region also gained greater attention and funding. In 
1986, Foreign Affairs Minister Bill Hayden agreed to new policy directions that gave 
precedence to the Asia-Pacific and provided DF AT' s Cultural Relations Branch with 
'substantially increased funding dedicated to these regions', facilitating increased 
opportunities for cultural exchanges. Hayden identified funding priorities in the 
following order: 'South East Asia and Indochina; South Pacific; North and East Asia; 
100 A small number of works were purchased for the national collection although Manton points out that 
they were not subsequently displayed. Neil Manton, Cultural Relations: The Other Side of the Diplomatic 
Coin (Canberra: Homosapien Books, 2003). 
101 Primrose cited in Ibid., 100. 
102 Ibid. 
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South Asia and Indian Ocean; Elsewhere' .103 To pursue these opportunities DFAT 
conducted a 'Visual Arts and Crafts Survey in South-East Asia' in 1988, with the 
resulting report stressing the need to 'develop a greater understanding of contemporary 
art practice' within the region, and to foster artistic exchanges, both to and from 
Australia, as well as institutional links with Asian counterparts. The report 
recommended 'joint Australian/ Asian curatorial activity' in order to take into account 
differing cultural perspectives, and encouraged 'individual institutions and galleries [to] 
pursue these opportunities', also suggesting that 'the successful initiative of Asian artist 
involvement in ARX '87 [Artists Regional Exchange] be adopted by other festival 
organizers' .104 
This emphasis on cultural projects in Asia was reinforced when the nation's primary 
arts funding body, the Australia Council, in a redistribution of funding preferences for 
international projects, shifted its focus away from Europe and North America. In 1990-
91, 12.5% of its budget was designated for Asian or Pacific focused initiatives, while 
this allocation was increased to 25% in 1991-92 and to 50% in 1992-93, reflecting 'a 
clear desire amongst the national leadership to bring about not only an economic 
"Asianisation", but also a cultural "Asianisation" of sorts' .105 Although these directives 
fostered regional engagement they were also viewed sceptically both within and outside 
Australia as a form of neo-colonialism or a means of addressing shifting power relations 
because Asia, 'previously the powerless Other', had taken on 'the position of a 
commanding center in relation to which "Australia" is (economically) marginalized' .106 
There was criticism of Australia's enthusiastic 'embrace' of Asia which was considered 
false, or at least surprising, primarily because of the legacy of Australia's 'White 
Australia' policy. As Ien Ang and Jon Stratton point out: 
The very fact that "Australia" has traditionally identified itself with "Europe" 
now complicates its attempts to reorient itself to "Asia." In other words, "Asia" 
cannot be substituted for "Europe" at will; concrete historical processes still 
affect and refract contemporary relations. 107 
103 Manton, The arts of diplomacy,' 25, Manton, Cultural Relations: The Other Side of the Diplomatic 
Coin, 22-3. 
104 Elizabeth Churcher et al., 'Report of Visual Arts/Craft Survey Team Visit to South-East Asia, June 8-
20 1988,' (Canberra: DFA T and Visual Arts/Craft Board of the Australia Council, 1988). The team, 
which visited Singapore, Malaysia, Thailand and the Philippines, comprised Elizabeth Churcher, Tim 
Jacobs, Neil Manton and David Williams. 
105 Ien Ang and Jon Stratton, The Asian Turn,' Art & Text, no. 50 (1995): 28, Australia Council, 'Media 
release 42/91,' (Canberra: 16 September 1991 ), Australia Council, 'Media release 42/91 ,' (Canberra: 5 
September 1992), Catharine Lumby, 'Oiling the Asian Waters,' Art & Text 43 (1992). 
106 Ang and Stratton, The Asian Turn,' 29. 
'
07 Ibid.: 30. 
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Apart from these government initiatives, a number of institutional and individual 
endeavours, such as the Artists Regional Exchange (ARX) bi-annual residency program 
in Perth established in 1987, along with university artist-in-residence programs, fostered 
interactions with artists in the region and in doing so were important in presenting 
aspects of contemporary Asian art practice in this country, although some commentators 
assert that, since QAG gained prominence for presenting contemporary Asian art 
through the Triennial series, there has been an 'occlusion of these histories from 
"official" APT and related discourses' .108 In 1990 Asialink, an organisation funded by 
the Myer Foundation and the University of Melbourne, was established to promote 
understanding of and interaction with the region and its cultural arm, Asialink Arts, has 
developed a prominent role in initiating cultural exchange through a program of 
residencies, exhibitions, traineeships and advocacy. Knowledge of the scope of regional 
art practice was further enhanced when significant Asian artists, critics and writers 
spoke at the 1990 conference Modernism and Post-Modernism in Asian Art, organised 
by John Clark at the Australian National University. The published anthology 
emanating from this event, and other writings by Clark, as well as a volume 
accompanying the First Asia-Pacific Triennial at QAG, have provided a broad 
historical background on the scope and diversity of Asian modernisms. 109 
Circuits of exchange 
Collectively these 'legitimising' projects served to create a greater awareness in 
Australia of contemporary art practice in Asia, but in seeking to gain entry to 
international art circuits, many regional artists often found their art perceived as 
derivative versions of a modernism invented by the West, or as manifestations of 
108 Pamela Zeplin, 'Australia, art history and the Asia-Pacific phenomenon: A biopsy,' in Pre/dictions: 
The role of art at the end of the millennium. Papers presented at the conference of the Art Association of 
Australia and New Zealand, 2-5 December 1999 (Wellington: Department of Art History, Victoria 
University of Wellington, 2000). 
109 See John Clark, Modern Asian Art (Sydney: Craftsman House, 1998), John Clark, ed., Modernity in 
Asian Art (Sydney: Wild Peony Ltd, 1993), Caroline Turner, ed., Tradition and Change: Contemporary 
Art of Asia and the Pacific (St Lucia: University of Queensland Press, 1993). Clark argues for Asian 
modernisms as distinct from an all-encompassing Euro-American construct, suggesting that modern art 
principles can have different implications and meanings in other contexts. After independence in some 
nations, for example, modern art 'frequently became anti Wes tern' with various artists manifesting a 
'contestatory' modernism. John Clark, 'Asian Modernisms,' Humanities Research, no. 2 (1999). 
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cultural authenticity and a 'strange exoticism' .110 As Jim Supangkat argues, while 
modem art is presented as universal, and 'searching for new international values', it is 
still grounded in the traditions of Western art, inevitably reflecting 'a Western frame of 
reference' and a 'monolinear development' centred mostly in Europe and America. 111 
Redza Piyadasa observes that the authority of Western-dominated art 'centres' has been 
reinforced by political and economic power and well-established support systems, 
including art museums, well-developed art markets, a tradition of art criticism and large 
audiences. These factors have contributed to a 'cultural hegemony ... asserted at the 
centre's terms ... obscuring the wider, more complex global story of modern artistic 
endeavours'. This has created an ironic situation for Asian practitioners, as Piyadasa 
notes: 
What was especially painful for the Asian modernists was that the centre's art 
establishment would seriously study and recognise the more traditional arts of 
the non-Western world but would ignore completely the modem art movements 
1 d . . h . '112 a rea y emergmg m t ese very countries. 
Despite these restrictions, some circuits of artistic exchange for modern art practitioners 
existed within the region. In the years immediately following independence, 
governments of several Asian nation states saw value in contributing to support systems 
for contemporary artists. Triennials focusing on contemporary art were instigated in 
New Delhi and Tokyo in the 1960s, while the First South-East Asian Art Exhibition was 
held in Manila in 1960. According to Redza Piyadasa, although the latter exhibition was 
'a very tame and parochial affair' it was historically significant because 'South-East 
Asia had begun to think in regional perspectives' .113 This was evidenced further by the 
formation of the Association of South-East Asian Nations (ASEAN) in the 1970s and a 
resulting bi-annual exhibition of art from the region. Three Asian Art Biennales were 
held in Bangladesh in the 1980s and in the late 1970s the Fukuoka Museum in Japan 
instigated an ongoing series of Asian Art Shows and initiated what has since become 
'probably the finest collection of contemporary Asian art in the world' .114 A decade 
110 Apinan Poshyananda, 'The Future: Post-Cold War, Postmodernism, Postmarginalia (Playing with 
Slippery Lubricants),' in Tradition and Change: Contemporary Art of Asia and the Pacific, ed. Caroline 
Turner (St Lucia, Brisbane: University of Queensland Press, 1993), 6. 
111 Jim Supangkat, 'A Brief History oflndonesian Modern Art,' in Tradition and Change: Contemporary 
Art of Asia and the Pacific, ed. Caroline Turner (St Lucia, Brisbane: University of Queensland Press, 
1993), 47. 
112 Redza Piyadasa, 'Contemplation of 'centre' and 'periphery',' Business Times, 21 October 1994, 20. 
113 Redza Piyadasa, 'Modern Asian art comes into its own,' Business Times, 9 October 1993, 20. 
114 Caroline Turner, 'Cultural Transformations in the Asia-Pacific' (paper presented at the Our 
Modernities: Positioning Asian Art Now conference, Asia Research Institute and History Department, 
National University of Singapore, 2004), 4-5. 
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later in 1989, the Singapore Art Museum also recognised the work of regional artists 
when it began developing a significant collection of modern and contemporary art from 
Southeast Asia. 
While postmodern and postcolonial discourses were challenging the dominance of 
Euro-American art centres and the West's 'ownership' of modernism, Asian artists 
maintained a modest presence, both individually and collectively, within international 
art circuits in the 1980s and early 1990s. From the 1970s, the Sydney Biennale included 
a small number of Asian artists who, because of the event's thematic approach, were 
included as individuals rather than 'national representatives', while Against Nature, at 
the Grey Art Gallery, New York in 1989; A Cabinet of Signs at the Tate Gallery 
Liverpool; and Zones of Love, at the MCA, Sydney, both held in 1991 were exhibitions 
showing Western audiences 'for the first time the complex and urban basis of Japanese 
art in the 1980s' .115 
John Clark notes that 'the presence of modern Asian art began to be more widely felt' in 
Euro-America primarily through displays at 'off-site events in the Venice Biennales of 
1990, 1993 and 1995'. He cites additional exhibitions in Europe and the USA at this 
time, but argues that they tended to display the same group of artists. 116 This view is 
reinforced by Apinan Poshyananda who wryly observes that 'marginality has its own 
hierarchy', adding that country-based exhibitions shown in America such as the Festival 
of Indonesia, 1990-92, and The Integrative Art of Modern Thailand, 1992, as well as the 
'officially sanctioned' ASEAN exhibitions, emphasised 'homogenous nationalism' and 
avoided more challenging or politically contentious work. 117 The small number of 
exhibitions in the United States had limited impact. Vishakha Desai, at the time Director 
of the Galleries at the Asia Society in New York considers that 'in promoting and 
thinking about contemporary Asian art' ... 'the U.S. has been the real latecomer', noting 
that the 1996 exhibition Traditions/Tensions: Contemporary Art in Asia, curated by 
115 Caroline Turner, 'Transcending time: the enigma of Japanese contemporary art,' Artlink 20, no. 2 
(2000): 40. 
116 Clark, Modern Asian Art, 270-71,79-80,96. Clark lists exhibitions in Belgium, 1989-90; USA, 1991; 
Frankfurt, 1991; and Scandinavia, 1991 as well as Against Nature and Zones of Love. He does not refer to 
Japanese Ways, Western Means in his analysis. 
117 Poshyananda, 'The Future: Post-Cold War, Postmodernism, Postmarginalia (Playing with Slippery 
Lubricants),' 6-10. 
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Apinan Poshyananda, 'was billed as the first major exhibition focusing on 
contemporary art for multiple Asian countries in the U.S.'. 118 
While awareness of Asian contemporary art practice was growing in the 1980s and 
early 1990s, the range of work and scope of practitioners receiving international 
exposure was limited, and there were both benefits and limitations for artists in being 
presented under the collective rubric of Asian or national art. As I have indicated in 
Chapter one, in a discussion of 'contemporary Asian art' at QAG and elsewhere, it is 
necessary to acknowledge the artificial and problematic nature of this classification. 
Although art museums and art history privilege individual genius, they also use nation 
and culture as organisational frameworks, and while modernism is characterised by the 
notion of a 'universal' aesthetic, the danger for practitioners operating beyond artworld 
centres is that their work may be perceived as an 'innate' expression of cultural, 
national or ethnic identity. 
Speaking of the categorisation of her own work as 'Islamic Art', Rasheed Araeen 
remarks that 'the suggestion seems to be that I have been carrying my culture all the 
time in my unconscious and it found expression naturally'. Araeen adds that this 
'labelling' of her work effectively occludes modernist influences on her practice. 119 
Gerardo Mosquera comments on the persistent 'othering' that occurs when artists' 
cultural background is emphasised, noting: 
The new fascination of the centres for alterity, specific to the 'global' fad has 
permitted the circulation and legitimation of art from the peripheries. But all too 
often only those works which explicitly manifest expectations of exoticism are 
legitimated. As a result, some artists are inclined towards otherising themselves 
. d f lf . . . 120 m a para ox o se exotlc1s1m. 
While some Asian artists have made a name for themselves in international art arenas 
without being locked into cultural classifications, for others being represented in a 
collective way can be a purposeful means of gaining entry into artworld circuits, or a 
strategic means of asserting identity. 
118 Vishakha N Desai, 'Session 1,' in Symposium: 'Asian Contemporary Art Reconsidered', eds. Yasuko 
Furuichi and Aki Hoashi (Tokyo: Japan Foundation Asia Center, 1998), 138. 
119 Rasheed Araeen, 'From Primitivism to Ethnic Arts,' Third Text, no. I (Autumn 1987): 22. 
120 Gerardo Mosquera, 'Goodbye Identity: From Latin American Art to Art from Latin America,' Third 
Text, no. 56 (Autumn 2001): 26. Mosquera's comments, although referring to Latin American art, are also 
relevant in this instance. 
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For art institutions such as the Fukuoka Art Museum, the Singapore Art Museum and 
later, QAG, the development of collections of contemporary Asian art not only provided 
a legitimising function for the work of individual artists, but also contributed to the 
status of these institutions within the region and beyond. These actions, along with 
individual exhibitions and major regional biennales and triennales, contributed to the 
development of an alternative circuit of exhibition and display - a collective 'periphery' 
with which QAG eventually sought to align itself - asserting a degree of independence 
from artworld 'centres'. 
Although various national and international initiatives provided a greater awareness of 
contemporary art practice, by the early 1990s Australian art institutions did not consider 
the cultural entity of 'Asian modern and contemporary art' as a major collection 
category. It was not perceived as a form of 'symbolic capital' because it had not been 
fully legitimised as such through repeated presence iJ? temporary and permanent display 
in major Western art museums. Some works by individual artists from Asia were being 
acquired by public galleries, but these were generally absorbed into curatorial areas 
according to media or categorised as contemporary international art. The formation of a 
curatorial classification 'contemporary Asian art' became a means of bringing the work 
of many artists from the region to greater prominence, a shift which will be investigated 
in Chapters five and seven. 
Although Australia was 'turning to Asia' for political and economic reasons in the late 
1980s, art museums were still only engaging with Asian contemporary art practice in a 
sporadic and limited way. Thus, when QAG elected to present the Asia-Pacific 
Triennials and instigate a collection of contemporary Asian art its decision, which I will 
discuss in detail in Chapters three and five, was timely but also risky. This move 
subsequently enabled the institution to be perceived as a revitalised presence in the 
artworld, although many commentators were critical of the Gallery's initiatives -
attitudes which will be examined in Chapters five and seven. 
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CHAPTER 3 
A Space of Possibles 
Fig 3.1 Clifford Possum Tjapaltjarri, Women's ceremonial design (1983), synthetic polymer paint 
on canvas, 183xl52cm. 
The 1980s marked a period of dramatic change for QAG, particularly from 1987, 
following the appointment of a new director, Doug Hall, major changes to the Board of 
Trustees, and the passing of the Queensland Art Gallery Act 1987. Significant shifts in 
exhibitions and acquisitions policy ensued, resulting in increased prominence for the 
areas of both Aboriginal and Asian art. These modifications occurred within the broader 
national context examined in Chapter two, in which economic, political and cultural 
directives towards Asia escalated, while Aboriginal art, in particular Wes tern Desert art, 
was gaining attention nationally and internationally. In his inaugural speech at QAG, 
the new Chairman of Trustees, Richard Austin, commented on this transition, observing 
'we have ... a tabula rasa, a clean slate upon which to write. And yet that is not quite 
true. The slate may look clean but it still contains the outline, the memory of what has 
been written on it before' .1 In the case of Aboriginal and Asian art, 'what had been 
written before' was a sporadic but unfulfilled interest in developing these areas. In the 
early 1980s the institution continued to examine collection limitations and considered 
how it could distinguish itself in spite of these shortcomings. Aboriginal and Asian art 
1 Richard Austin, View From the Chair: Speeches of Richard W. L. Austin (South Brisbane: Queensland 
Art Gallery, 1997), 13 . Austin ' s speech was presented at the launch of the exhibition Painters and 
Sculptors: Diversity in Contemporary Australian Art, 19 June 1987. 
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were discussed as future areas of collection development which might enable the 
institution to establish a distinctive profile. 
Profitable possibilities: differentiating the collection 
In 1982, when the Gallery moved to permanent premises in Brisbane's South Bank 
cultural precinct, QAG acquired its first Western Desert work, Johnny W arangkula 
Tjupurrula's Untitled (c.1980-82). Two years later, two additional acrylic paintings by 
Indigenous artists - Umari Dreaming site (1983) by Uta Uta Tjangala and Clifford 
Possum Tjapaltjarri's Women's ceremonial design (1983)- entered the collection.2 
These acquisitions reflected QAG' s response to a cautious but growing institutional 
interest in the Papunya Tula painting movement. Although Desert art added a new 
dimension to what was considered 'Aboriginal art', it also challenged perceptions of 
'authentic' practice. Informed by cultural and spiritual practices but executed in non-
traditional materials such as acrylic paint on board and canvas, the Papunya Tula 
paintings were seen by some commentators as hybrid, only partially authentic 
expressions of a movement that might not last.3 Consequently, most Australian public 
galleries were initially fairly restrained in their acquisitions of such works, although the 
'processes of legitimation for Papunya Tula paintings as works of recognized quality 
and distinctiveness were well underway in the early 1980s,' boosted more by art 
museum exhibitions than acquisitions.4 As I have indicated in Chapter one, the Clifford 
Possum work acquired by QAG was subsequently nominated during Federation 
celebrations in 2000 as the Gallery's most significant painting for the 1980s. At the 
time, though, these purchases enabled the institution to develop its holdings of 
2 The latter two works were acquired from the exhibition Painters of the Western Desert: Clifford Possum 
Tjapaltjarri, Uta Uta Tjangala and Paddy Carrol Jungarai, Royal Adelaide Society of Arts Kintore 
Gallery, Adelaide, 1-18 March, 1982. 
3 The reception of Indigenous art is examined in Roger Benjamin, 'The brush with words: Criticism and 
Aboriginal art,' in The Oxford Companion to Aboriginal Art and Culture, eds. Sylvia Kleinert and Margo 
Neale (Oxford: Oxford University Press, 2000). 
4 Fred R Myers, Painting Culture: The Making of an Aboriginal High Art (Durham and London: Duke 
University Press, 2002), 194. Myers nominates many factors as contributing to 'the process of 
legitimation' of Papunya Tula work including art advisor Andrew Crocker's efforts in promoting the 
work as contemporary art, the inclusion of Papunya Tula works in Perspecta '81 at the AGNSW, the 
NGA's purchase of its first acrylic painting in 1980, the AGSA's decision to hang Clifford Possum 
Tjapaltjari 's Man's Love Story (1978) amongst contemporary Australian art, and the acquisition of 26 
paintings for the prestigious Holmes a Court collection in 1981. A comprehensive chronology of the 
development of Papunya Tula painting can also be found in Hetti Perkins and Hannah Fink, eds., 
Papunya Tula: Genesis and Genius (Sydney: Art Gallery of New South Wales and Papunya Tula Artists, 
2000). 
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Australian Aboriginal art, and particularly Desert art, referred to by QAG as 
'contemporary work', in which it noted its holdings were 'obviously deficient' .5 
Mounting interest in Papunya Tula painting meant it was a promising new field in 
which the Gallery could build a distinctive collection focus without the need to address 
the problems of 'catching up' or duplicating collections elsewhere. A decision to do so 
could be risky but potentially rewarding if this new movement were to gain in 
legitimacy and value. In 1984, in a comprehensive review of its acquisition policies, 
QAG considered this possibility when its existing holdings and future policy directions 
were examined in the context of 'three very rough categories' of Aboriginal art, outlined 
thus: 
1. Traditional Art produced in conjunction with social-religious-ritualistic events 
using traditional materials and produced in isolation from European 
influences. 
2. Art which has been influenced, in various detectable ways, by European 
settlement, society and artistic traditions ... strongly associated with the 
mission settlements ... [and including] the 'Hermannsburg School' of 
painters. 
3. Contemporary Aboriginal art - focusing primarily on those artists who use 
commercial paints and support materials but who have traditional art and 
religion as their source of inspiration ... areas of strongest activity are in 
Central Australia particularly in the Papunya settlement. 
The Gallery concluded that 'holdings in categories 1 and 3 are superficial and are 
almost adequate in Category 2' .6 Despite the weaknesses in category one, QAG 
considered 'traditional art' was already well represented elsewhere in institutions such 
as the AGNSW and Australian museums, a view reinforced by its decision several years 
earlier to decline the donation of the substantial CRA (Conzinc Riotinto of Australia) 
corporate collection of 'traditional' Aboriginal art.7 It was therefore proposed that only 
'one or two major items will be acquired for their historic and comparative value' .8 
The contemporary art movement, however, was judged to be 'of major significance' so 
the report recommends: 'It may be very profitable to concentrate upon building up a 
fine and comprehensive collection of the work of contemporary Aboriginal artists'. A 
5 Queensland Art Gallery, 'Australian Art Collection - Acquisition Policy,' (Brisbane: Queensland Art 
Gallery, 1984), 3. 
6 Ibid., 8. 
7 Private correspondence indicates that this was because there was a view at the Gallery that this work 
would be better located in a museum. 
8 Queensland Art Gallery, 'Australian Art Collection - Acquisition Policy,' 8-9. 
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substantial but 'non-exhaustive list of significant contemporary Aboriginal artists whose 
work should be considered for acquisition' accompanied this proposal. The choice of 
the term 'profitable' suggests the notion that such work could bring symbolic rewards 
for the institution. A dedicated decision to focus on this area would have been a 
valuable initiative, but although QAG saw the opportunity to develop a collection of 
this kind, this still co-existed with the need to address five other major areas of 
'deficiency' in Australian art. While it was agreed 'expansion in all these areas should 
take place in the next ten year period', immediate budget constraints meant the Gallery 
could only concentrate on some, so by the end of the decade QAG had only purchased a 
small number of Indigenous works.9 Thus, the Gallery did not create the comprehensive 
collection the policy proposed, and which it later sought to achieve with contemporary 
Asian art. The vision which could have seen it taking a leading role in this area of 
Aboriginal art was not realised, as the institution opted for overall balance rather than a 
particular collection focus. 
Aboriginal art was not the only sphere in which the Gallery could seek to create a 
distinctive profile collection. QAG also evaluated its international art holdings and 
considered whether to maintain a European focus. In 1985, the institution's relatively 
small international collection comprised less than 500 items, consisting mainly of 
European works from the 15th to the 20th century, of which 75% were British. French 
painting and sculpture from 1890 - 1940 represented a smaller area of strength, while 
the Gallery owned only one major American painting. QAG's holdings of Asian art 
primarily consisted of Japanese_ works, most of which were contained within the Prints, 
Drawings and Photographs collection, where 19th and 20th century Japanese prints and 
drawings formed a substantial sub-grouping of approximately 120 works. These 
included ukiyo-e wood block prints, some illustrated books and albums, and a small 
number of 201h century drawings and prints. The Decorative Arts division also held a 
number of works from the Asian region. 10 
9 Ibid., 3,8. 
10 Jenny Harper, 'Queensland Art Gallery. European/International Art Acquisitions Policy. Discussion 
Paper Only, May 1985,' (Brisbane: Queensland Art Gallery, 1985), Queensland Art Gallery, 'Prints and 
Drawings Collection Policy (not yet adopted),' (Brisbane: Queensland Art Gallery, 1984). An appendix to 
the Prints and Drawings Collection Policy identifies a number of Japanese works as 'prints and drawings 
held by significant artists'. 201h century drawings by N Minoda and S Morita are listed along with prints 
by Chikanobu, Fujita, Hagiwara and Kinoshita. It is noted that the Japanese prints Acquisitions Policy 
requires review. In 1984 the Gallery approved the development of an International Art Glass Collection 
incorporating the concept of a 'Pacific rim' policy which would include representation from Japan. 
Queensland Art Gallery, 'Decorative Arts Policy Priority One. International Art Glass, approved 
November 1984,' (Brisbane: Queensland Art Gallery, 1984). 
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Collection priorities and possible new directions were discussed as a means of dealing 
with the limited scope of the international collection, and centred on three proposals. 
While the first two dealt with the European collection, the third option was 'considered 
to be a useful short-term way of broadening the Collection' and recommends: 
In recognition of Australia's geographical position a small collection of 
International works should be begun. Drawn from America, Japan and countries 
of the Pacific, including New Zealand, works in this group will be twentieth 
century, and should be of sufficient quality to stand alone. I I 
This proposition suggests another meth.od of differentiating QAG' s international art 
holdings from those of other Australian state collections by bringing attention to 
geographical location and challenging adherence to a primarily Eurocentric acquisition 
focus. In her catalogue essay for Australian Perspecta 1981 at the AGNSW, Bernice 
Murphy highlighted this growing sense of regionalism, noting: 
The current regionalist debate in Australia ... invokes not a psychological retreat 
within earlier confines of mono-cultural nationalism, but a more informed and 
complex consciousness of regional distinctness and cultural pluralism. It 
comprehends a Pacific location and Asian proximity for Australians. I2 
Murphy's words foreshadow QAG's arguments, several years later, for the relevance 
and legitimacy of a major Asia-Pacific exhibition at the Gallery. While other state 
galleries such as the AGNSW, NGV and AGSA had strong historical Asian art 
collections, the delineation of an Asia-Pacific region and emphasis on 20th century 
works marked a point of difference from these collections. Once again however, 
although this was a broad collection area in which QAG could create a distinctive focus, 
funding and curatorial staff shortages were cited as short term barriers to its 
implementation. 
In determining these various collection emphases, the Gallery looked at 'the space of 
possibles' to establish what opportunities or niches existed through which it could 
feasibly distinguish itself or 'make its mark' .13 This entailed meeting its 'important 
regional role' as a state gallery in 'representing the art of its own community', but also 
included a consideration of the strengths of other Australian art museums. I4 Located in 
11 Jenny Harper, 'Queensland Art Gallery. European Art Collection Policy. Discussion Paper Only, 
September 1985,' (Brisbane: Queensland Art Gallery, 1985), 2. 
12 Bernice Murphy, Australian Perspecta 1981 (Sydney: Art Gallery of New South Wales, 1981), 13. 
13 Pierre Bourdieu, The Field of Cultural Production, ed. Randal Johnson, 2000 ed. (Cambridge: Polity 
Press, 1993). 
14 Queensland Art Gallery, 'Australian Art Collection - Acquisition Policy,' I. 
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impressive new premises but positioned as a lesser player amongst Australian art 
institutions, QAG was disposed towards improving its status, and excelling in a 'new' 
or 'alternative' collection area was a means by which the institution could achieve 
greater recognition within the artworld. 
In his analysis of the 'field of cultural production', Bourdieu stresses the relational 
nature of artworld operations, showing how they constitute a social space in which 
artists, groups or institutions are 'positioned' according to the degree of symbolic 
capital they possess. Symbolic capital in this domain is characterised by the attainment 
of status, recognition and authority. For a gallery, this means acquiring and presenting 
the work of the most prestigious artists, and at the same time possessing the requisite 
authority to determine which practitioners remain or move into positions of importance. 
These standings are not static, however, because the artworld operates as a dynamic 
field marked by struggles and shifts in 'position takings', as agents attempt to enhance 
their standing. According to Bourdieu 'every position-taking is defined in relation to the 
space of possibles ... in the form of the actual or potential position-takings 
corresponding to the different positions'. The actions of agents or institutions depend on 
their status and 'position' in the field 'and the degree to which it is in their interest to 
preserve or transform the structure of this distribution' and thus to perpetuate or 
subvert' the status quo. For an artist, boosting one's position can be accomplished by 
creating work that is different, distinctive and which ruptures current artistic 
orthodoxies, while for a gallery this can be achieved by presenting and acquiring the 
work of artists or art movements 'ahead of the game' .15 
Within the artworld, the impetus to shift positions inevitably comes from those with a 
lesser status, because agents with greatest authority have a vested interest in maintaining 
their dominant status. As Bourdieu explains: 
(T)he initiative of change falls almost by definition on the newcomers, i.e. the 
youngest, who are also those least endowed with specific capital: in a universe 
in which to exist is to differ, i.e. to occupy a distinct, distinctive position, they 
must assert their difference. 16 
15 Bourdieu, The Field of Cultural Production, 30,183, Pierre Bourdieu, Practical Reason: On the Theory 
of Action (Cambridge: Polity Press, 1998). 
16 Bourdieu, The Field of Cultural Production, 58. 
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Efforts to establish difference, articulated through struggles between 'the establishment 
and challengers', are fundamental to the dynamics of the field. Bourdieu details these 
processes, noting: 
The history of the field arises from the struggle between the established figures 
and the young challengers ... between those who have made their mark (jait 
date - 'made an epoch') and who are fighting to persist, and those who cannot 
make their own mark without pushing into the past those who have an interest in 
... etemalizing the present stage of things. 'Making one's mark' ... means 
winning recognition, in both senses, of one's difference from other producers, 
especially the most consecrated of them; it means, by the same token, creating a 
new position, ahead of the positions already occupied, in the vanguard. (Hence 
the importance ... of all distinctive marks, such things as the names of schools 
or groups - words which make things, distinctive signs which produce 
existence ).17 
In this instance Bourdieu is referring to artistic producers in the 'restricted field of 
cultural production', although this can also be applied to the actions of galleries in 
'making their mark' in order to accrue symbolic capital. QAG cannot be considered 
'young' in terms of its existence, however, it was not a dominant player compared to 
many other major Australian art museums and this provided an impetus for change. 
Considered as 'cultural wholes', the 'distinctive signs' of Aboriginal and Asian art were 
a potential means of delineating such differences, as was an emphasis on regional and 
geographical groupings. The Gallery continued to deliberate the potential of these 
collection spheres as a 'profitable' means by which it could distinguish itself, and the 
subsequent changes in collection focus at QAG can be attributed in part to an 
institutional disposition to boost the organisation's trajectory and reputation. 
Nevertheless, the Gallery had previously considered the potential of developing 
distinctive collection areas, particularly in Asian art, but these ideas had not been 
realised. In the 1980s the vision and interests of particular individuals working through 
processes and networks, as well as historically specific conditions of time and place, 
were other significant factors operating to facilitate change. 
A tabula rasa: New directions, staff and policy changes 
When Doug Hall was appointed Director of QAG in May 1987, forward planning and 
policy development took on an increased momentum as the Gallery determined future 
17 Ibid., 60. 
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directions. These were outlined in a strategic plan, 'Designing the Future of the 
Gallery', which assessed the institution's 'current position in the light of a greatly 
changed environment'. In thinking strategically, the Gallery considered where it was, 
where it wanted to be and what it needed to do to achieve this. This involved reflecting 
on its position in the field, articulating a clear strategy to implement purpose and goals, 
defining collection policies, establishing an exhibitions philosophy, and addressing the 
institution's state and national responsibilities. In the latter sphere, QAG identified 'the 
need ... to be more aware of its image' and to 'enhance the profile of the Queensland 
Art Gallery to highlight it within Australia'. In determining collection goals the Gallery 
sought: 'To develop high quality Collections in accordance with the Gallery's policies 
and in doing so take into account the collecting policies of other State galleries and the 
Queensland Art Gallery's state and regional roles'. This desire to improve its standing 
in relation to other galleries and the public reinforced a need for action and change 
within the institution.18 
Fig 3.2 Richard Austin and Doug Hall in 1987, viewing John Peter Russell's 
La Pointe de Morestil par mer ca/me (1901). 
Although QAG had been examining collection directions in the early years of the 
1980s, the Gallery's permanent collection was not given prominence during this time, 
as the institution focused on presenting temporary exhibitions, many of which were 
curated elsewhere. The institution presented a series of large scale international 
18 Queensland Art Gallery, 'Designing the Future of the Gallery: Queensland Art Gallery Strategic Plan, 
22 October 1987,' (Brisbane: Queensland Art Gallery, 1987), 1-3. 
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exhibitions - or 'blockbusters' - and 'became, at least notionally, a temple dedicated to 
the service of the touring exhibition'. 19 While acknowledging the 'pros and cons of the 
"blockbuster" style of exhibition', Caroline Turner argues that they contributed to the 
overall success of the new gallery, noting, '(n)ot only were our attendances at V2 million 
a year the highest per capita for any State Gallery, the revenue generated also boosted 
our acquisitions budget' .20 Nevertheless, the Gallery's efforts did not make a substantial 
impact within the artworld. Writing of this period several years later, Joanna 
Mendelssohn observes that, in the mid 1980s, QAG 'was hardly one of the nation's 
pacesetters. The collection was best described as "patchy", and the exhibitions program 
uninspired. The gallery was condemned by the size of Brisbane to taking the leftovers 
chosen from the big boys in Sydney and Melbourne' .21 
The changes at QAG provided an opportunity for the institution to boost its status and 
position although it had a number of limitations to overcome. The Gallery's ongoing 
dilemma in attempting to build a profile and level of acquisitions comparable to that of 
other state galleries was reiterated in the Strategic Plan. Financial constraints, including 
a static level of state government funding and a 'relatively small acquisitions budget', 
were identified as 'challenges in developing the permanent Collection'. An analysis of 
the Auckland City Gallery in New Zealand revealed that QAG could potentially 
alleviate its budgetary shortcomings by developing a stronger 'entrepreneurial and 
marketing approach', seeking corporate sponsorship, utilising effective merchandising 
and 'developing additional sources of revenue'. In addition, the plan noted that 
'managing in an environment of economic restraint' would also require 'a realistic 
collection policy to enhance the permanent Collection in specific areas'. 22 
In creating a new acquisition policy the institution examined its holdings, identified 
'what distinguishes the Queensland Art Gallery from other east coast collections' and 
considered confining the majority of its acquisitions 'to the last two hundred years'. In 
addition, discussion centred once again on Asian and Pacific art as 'new directions for 
19 Chris Saines and Greg Roberts, 'The Art Museum and the Conspiracy of Meaning,' in Extending 
Parameters: Galleries and Communities, eds. Australia Council and Queensland Art Gallery (Redfern, 
NSW: Australia Council, 1990), 48. 
20 Caroline Turner, 'Gold, Gold, Gold! The I.C.C.A. from a State Gallery Perspective,' in Australian 
Museums - Collecting and Presenting Australia. Proceedings of the Council of Australian Museums 
Associations, ed. Donald F McMichael (Canberra: Council of Australian Museums Associations Inc, 
1990), 185-86. 
21 Joanna Mendelssohn, 'Cultural attachment,' The Bulletin, May 26 1992, 106. 
22 Queensland Art Gallery, 'Designing the Future of the Gallery: Queensland Art Gallery Strategic Plan, 
22 October 1987,' 6-8. 
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consideration'. Two 'new areas of collecting' were put forward, building on the 
proposition that the Gallery's 'region includes the Pacific ... and also extends to the 
Asian region'. One was a 'masterpiece collection of Pacific Tribal art', seen as a viable 
area since 'no Australian state gallery collects and displays seriously the tribal art of the 
Pacific' and because quality works could potentially be obtained on permanent loan 
from Australian museum collections.23 
The second proposal, to develop a focus on a specific area of Asian art, was evaluated in 
light of the fact that Asian and 'particular! y Japanese interest in Australia, and 
Queensland in particular, is strong at the moment and is likely to be a long-term 
interest'. Although the Gallery was clearly aware that it could not replicate some of the 
'important and specialised collections of Asian art' already existing in other Australian 
public institutions, QAG considered developing a collection of '18th century Japanese 
ceramics and 19th century woodblock prints' on the basis that it already owned 'an 
interesting and quite important collection of 18th and 19th century Japanese 
woodblocks'. Whatever decision it made, the Gallery needed to consider the actions of 
other art museums, as it notes: 'If this course were to be pursued, a thorough 
investigation of the holdings and collecting policies of other state galleries would be 
required with a view to ascertaining what unique opportunities may be available for the 
Gallery to explore'. 24 This suggests that if the Gallery were to display Asian art it 
needed to find a niche or 'unique' area not extensively represented by other Australian 
institutions. 
Other galleries also underwent such deliberations. Curator of Asian Art, Jackie 
Menzies, states that the AGNSW developed a policy emphasis on the art of Japan 'in 
acknowledgement of the importance of Australia-Asia relations and in consideration of 
the holdings and directions of other public collections of Asian art in Australia' .25 
Menzies' comments reveal that the AGNSW also took advantage of prevailing cultural 
and economic ties and looked for a way to differentiate its Asian collection from others 
in the field. At the AGSA, funds were directed towards acquiring significant work from 
Southeast Asia so that the Adelaide gallery would stand out from other Australian 
23 Queensland Art Gallery, 'Review of Acquisitions Policy Discussion Paper,' (Brisbane: Queensland Art 
Gallery, 1987), 1,4. 
24 Ibid., 4. 
25 Jackie Menzies, 'Asian,' in 3 Years On: A Selection of Acquisitions I 978 - I 981, ed. The Art Gallery of 
New South Wales (Sydney: The Board of Trustees, The Art Gallery of New South Wales, 1981), 87. 
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institutions.26 Thus, if QAG was going to profile an area of Asian art, it needed to assert 
difference for practical reasons and in order to enhance its status. 
Additional factors existed for favouring a move to collect Asian art, including the 
advocacy of Chairman of Trustees Richard Austin, who played a significant role in 
encouraging the Gallery's growing interest in this sphere. Austin had considerable 
interest, expertise and connections in Asia. In the Second World War during his time as 
a prisoner-of-war under the Japanese in Changi and working on the Burma railway, 
Austin acted as an interpreter and despite the suffering he and his fellow prisoners 
endured, he gained insights into Japanese cultural perspectives and ways of thinking. 
After the war, Austin worked for several years as a diplomat and in intelligence 
gathering, developing a strong knowledge of Japanese culture and customs. Austin lived 
in a number of countries in the region, was fluent in several Asian languages and was a 
keen collector of Asian art. 
As an influential and active chairman, Austin was instrumental in pursuing an Asian art 
focus at QAG, although he was also aware of the hurdles the Gallery faced. 27 In his 
inaugural speech at the institution, Austin outlined some of these difficulties and called 
for the Gallery to give greater emphasis to Asian art. He argued that prominent galleries 
such as the NGA and NGV had been able to build significant overall collections due to 
the availability of government funding and bequests, but that by comparison: 
Brisbane has not been so fortunate ... this Gallery has something like $300 000 
a year to spend on acquisitions. When you consider that the going price these 
days for [Van Gogh's Sunflowers] is $57.5 million, the problem we face is self 
evident. Moreover, for a gallery on the periphery of Asia and which, therefore, 
should take account of the art of what is still called the Far East (but which for 
us is very much the Near North) it is daunting that ... Chinese ceramics have 
already broken through the million dollar barrier. 28 
Despite these constraints, the growing economic and trade ties between Asia and 
Australia examined in Chapter two created an environment in which the Gallery could 
profit in both financial and symbolic terms. By the mid 1980s substantial Asian 
26 Dick Richards, former Curator of Asian Art at the AGSA, interview with the author, September 2002. 
Richards adds that the AGSA's focus on art from Southeast Asia also came about 'because we 
passionately believed in the quality' of work from the region. 
27 Austin's interest in Japanese art and culture is all the more remarkable given that during the Second 
World War he was shot and held as a prisoner of war by the Japanese, interred in Changi prison camp and 
later worked on the notorious Burma railway. See Geoffrey Maslen, 'A Thread to the Heart of Japan,' The 
Australian Way, March 1994. 
28 Austin, View From the Chair: Speeches of Richard W. L. Austin, 14. 
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investment and development was taking place in Queensland, strongly supported by the 
state government, and QAG saw the potential of this situation, observing: 
Asian, particularly Japanese interest in Australia, and Queensland in particular, 
is strong at the moment and likely to be a long-term interest ... no other state in 
Australia enjoys the same level of interest from the Japanese as Queensland does 
and this in itself is a unique opportunity which the Gallery may be able to turn to 
its advantage. 29 
QAG' s decision to feature Asia-Pacific art in its collection was therefore influenced by 
a range of factors. Some were linked to individual and historical specificities, but 
alongside these was a general disposition to raise the profile of the Gallery and to 
distinguish the collection in some way. One possibility, to follow directions set by more 
prestigious galleries and replicate their acquisition and exhibition strategies but with a 
greater degree of success, was clearly an unlikely solution. For QAG, pursuing a new or 
different direction, identifying a space in the field of possibilities and using this as a 
means of boosting its trajectory appeared to be the most feasible approach, although 
practical details still needed to be resolved. 
Profile collections and revising Acquisitions Policy 
According to Austin, 'acquisitions policy, like politics itself, is the art of the possible' 
so in 1988, when QAG revised its Acquisitions Policy as a consequence of the Strategic 
Plan, it looked to 'serve a state and national role' and promote the 'strengths of the 
Gallery's present holdings' .30 Australian art post-1900 was seen as the collection's 
primary emphasis and the policy nominated 'areas to receive specific development or 
profile' .31 Profile collections were conceived as 'nominated areas of the Gallery's 
holdings which possessed integrity as a collection sub-group and supported identified 
relationships and cross references with other aspects of the collection'. 32 Aboriginal art 
was designated for development into a profile collection but, in contrast, Asian art was 
dealt with in a tentative way as the institution was yet to determine a particular focus or 
effective means of funding an Asian collection. Reflecting Austin's comments on the 
29 Queensland Art Gallery, 'Review of Acquisitions Policy Discussion Paper,' 4. 
30 Austin, View From the Chair: Speeches of Richard W. L. Austin, 13, Queensland Art Gallery, 
'Acquisitions Policy: Queensland Art Gallery Collection,' (Brisbane: Queensland Art Gallery, 1988), 1. 
31 Queensland Art Gallery, 'Acquisitions Policy: Queensland Art Gallery Collection,' I. 
32 Saines and Roberts, 'The Art Museum and the Conspiracy of Meaning,' 48. 
76 
need to look to Asia, and previous discussions concerning the nature of the Gallery's 
international art holdings, the policy states: 
In adopting this policy, the Trustees recognize the important regional role the 
Gallery can play and note the research presently being undertaken to evaluate 
the areas and extent to which the indigenous art of the Pacific and Asian arts 
may be incorporated within the acquisitions policy. 33 
This acknowledgement of QAG's location in a geographical rather than historical sense 
suggested the potential for an 'international-regionalism' in the Gallery's collection 
focus, although the institution had not yet articulated how this might be achieved. 
In the revised Acquisitions Policy, the curatorial divisions of Australian Art (pre 1970) 
and Contemporary Australian Art (post 1970) both addressed the need to increase 
holdings of Indigenous art although greater emphasis was given to recent work. The 
institution determined it would 'acquire a small but cohesive profile collection of 
Aboriginal and Islander art from the nineteenth century to 1970', while acquisitions of 
contemporary work would be limited by geographical origin. Although QAG's 
collection of contemporary Aboriginal art was seen as requiring 'further development in 
all media categories', the Gallery resolved that it 'will be developed into an important 
profile collection by the acquisition of works by Northern Australian Aboriginal and 
Islander artists'. Such a focus would clearly include the work of Queensland Indigenous 
artists, although the parameters of this ambiguous category 'northern' are not defined. It 
does, however, suggest a preference for Western Desert and Arnhem Land styles as 
reflective of a 'legitimate' Aboriginal art, seen as having greater relevance to QAG's 
collection than Koori work from urban areas and south-eastern regions. Further 
confusion regarding the classification of Indigenous art can be seen in its duplication 
within acquisition emphases, listed thus: 
Priority will be given to: 
1. Painting and sculpture post 1970 including Northern Australian Aboriginal 
and Islander Art. 
2. Queensland based painting and sculpture. 
3. Northern Australian Aboriginal and Islander Art.34 
33 Queensland Art Gallery, 'Acquisitions Policy: Queensland Art Gallery Collection,' 1. 
34 Ibid. 'Northern Australian art' is defined in a much earlier Gallery document as covering the area north 
of the 30th parallel from Grafton to Kalgoorlie. Queensland National Art Gallery, 'The Case for the 
Queensland National Art Gallery,' (Brisbane: Queensland National Art Gallery, 1957), 5. 
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The policy also stressed the Gallery's 'role within the state of Queensland' and 
identified the need to acquire 'Queensland based art', adding that 'this acknowledges 
and allows for the acquisition of Queensland Aboriginal and Islander art'. QAG' s 
recognition of work by Queensland Indigenous practitioners was significant because 
Aboriginal people in the state had been subject to policies of dispersal and dispossession 
since the time of European settlement. The forced removal of various Indigenous groups 
from traditional country to missions and government reserves dramatically disrupted 
cultural practices and although some ceremonial activities survived in isolated northern 
communities, cultural pursuits in missions and reserves were restricted and controlled. 
In 1959 the Department of Native Welfare established a retail outlet in Brisbane, 
Queensland Native Creations, later known as Queensland Aboriginal Creations (QAC), 
to market artistic production and create economic opportunities for the state's 
Indigenous population. Artists were often encouraged to produce work in styles not 
deriving from their own cultural traditions, although as Margie West explains: 
... while QAC provided an outlet for traditional items made in the remote 
regions of the State, it also set up government controlled workshops for the mass 
production of tourist 'curios'. Many of these were not even based on artifacts 
that were indigenous to the State ... Artists were usually instructed by the 
department to copy classic images from Arnhem Land and the Kimberley onto 
their artworks in the bid for 'authenticity'. Apart from being culturally 
inappropriate, such a directive mode of operation was not sympathetic to the 
nurturing of individual talent. 35 
Nevertheless, in the period from the 1950s to the 1970s several artists such as Joe 
Rootsey (Alamanhthin), whose work was exclusively marketed by QAC, Dick 
Roughsey (Goobalathaldin), and Thancoupie established a name for themselves as 
individual practitioners. QAC also provided a training ground for Murri artists such as 
Vincent Serico, Richard Bell and Marshall Bell who contributed to an emerging 
movement of politically motivated art in the 1980s. Other Queensland Indigenous artists 
such as Fiona Foley, Gordon Bennett, Judy Watson and Arone Raymond Meeks studied 
at mainstream art schools. However, as I have indicated in Chapter two, for many of 
these artists efforts to gain recognition were affected by the frequently political nature 
of their work, as well as perceptions of their practice as insufficiently authentic to be 
35 Margie West, 'Flash marks: A brief history of twentieth-century Queensland Aboriginal art,' in The 
Oxford Companion to Aboriginal Art and Culture, eds. Sylvia Kleinert and Margo Neale (Oxford: Oxford 
University Press, 2000), 187. QAC subsequently revised its marketing strategies and still operates today. 
For a further examination of the impact and influence of QAC on Indigenous artists in Queensland see 
Sallie S Anderson, 'The Aboriginal Art Industry in Cairns, Queensland: an Ethnographic Study' 
(Unpublished PhD thesis, Australian National University, 2001), 85-9. 
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classified as Aboriginal art.36 In Cairns, the establishment of a diploma course in 
Aboriginal and Islander Art at the Far North Queensland Institute of TAFE in 1984, 
provided another fertile training ground for Aboriginal artists including Zane Saunders, 
Jenuarrie and Dennis Nona. Thus diverse practices existed within the state and although 
many Indigenous artists in Queensland received little attention because of prevailing 
attitudes that their work lacked connections to cultural traditions, QAG' s policy 
directive to acquire such art was a means by which their practice could be further 
encouraged and legitimised.37 
The significance of Expo 88 and the Australian Bicentennial 
In 1988, while QAG was considering internal policies and future directions, two 
external events - the Australian Bicentennial, and the world trade exposition Expo 88 
which was held in Brisbane - brought national and international attention to the position 
of Indigenous art in the Gallery. Expo 88, a major exposition with an associated 
international cultural program presented over six months, became a kind of symbolic 
social and cultural 'coming of age' for Brisbane and this in turn had an impact on 
QAG. 38 To celebrate both events, the institution presented a series of significant 
exhibitions which it claimed as 'the most extensive ever undertaken by an Australian 
State Gallery'. These included The Great Australian Art Exhibition 1788-1988, Gold of 
the Pharaohs, Masterpieces from the Louvre: French Bronzes and Paintings from the 
Renaissance to Rodin and The Ceramic Traditions of Japan: Masterworks from the 
Idemitsu Museum of Modern Art, with the latter two exhibitions being initiated by 
QAG. Also included in this prestigious program was a comprehensive exhibition of 
36 Gordon Bennett and Tracey Moffatt, another art school trained Queensland Indigenous artist, prefer not 
to be classified by cultural background. Related issues of classification will be discussed in Chapter four 
and later chapters. It should also be stressed that not all 'urban' art was stridently political in nature. 
37 See Ian Were, ed., Story Place: Indigenous Art of Cape York and the Rainforest (South Brisbane: 
Queensland Art Gallery, 2003), West, 'Flash marks: A brief history of twentieth-century Queensland 
Aboriginal art.' 
38 In an article written prior to Expo, Tony Fry and Anne-Marie Willis predicted that Brisbane's 
alignment with 'the international' and 'advanced modernity' through Expo would be used 'in recoding 
the once "overgrown country town" as a modern, quasi-postmodern, progressive city'. This aim was 
embodied in the Expo motto - 'Together we'll show the world', although the authors argue that 
Brisbane's efforts to align itself with passe 'modernity' simply highlighted the city's lack of 
sophistication. Tony Bennett counters that it is the authors themselves who are reinforcing the city's 
marginalised status, noting they are 'unable to resist a degree of metropolitan condescension, castigating 
Brisbane for revealing itself to be provincial in its very attempts to escape provinciality'. Tony Bennett, 
The Birth of the Museum: History, theory, politics (London and New York: Routledge, 1995), 218, Tony 
Fry and Anne-Marie Willis, 'Expo 88: backwoods into the future,' Cultural Studies 2, no. 1 (1988): 
132,37. 
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Aboriginal art, The Inspired Dream - Life as Art in Aboriginal Australia which was 
displayed in the Gallery for almost one year.39 
Aboriginal art played an important role during Expo 88 and the Australian Bicentennial 
as both events brought attention to representations of Australian and regional identity. 
The distinctive forms of much Indigenous art came to be seen as visual signifiers of 
something uniquely 'Australian' and were 'used by the culture industry as a "flag 
waver'" .40 This interest coincided with strategic efforts to market Desert work as fine 
art, coupled with an economic boom which saw Western Desert art in particular gain 
attention in commercial markets both nationally and internationally. Sales of Papunya 
Tula painting tripled between 1985 to 1988 in the lead-up to the Bicentennial, and there 
was a sense that 'Aboriginal imagery motifs and presence were everywhere, both within 
the country and in the push abroad to establish a cultural profile' .41 Aboriginal art was 
thus growing in status as a form of both symbolic and economic capital although this 
proved to be an ambiguous time for Indigenous practitioners, despite this success. This 
was because the Bicentennial celebrations, marking 200 years of European occupation 
of Australia, were considered offensive by many Aboriginal people, a number of whom 
engaged in protests and boycotts. 
Fig 3.3 QAG Trustee Professor Ken Goodwin with Mr Stan Tipioura, Member for Arafura, 
Northern Territory, at the opening festivities for The Inspired Dream 
39 Queensland Art Gallery, Queensland Art Gallery Annual Report I987-88 (South Brisbane: Queensland 
Art Gallery, 1988), 7. The Inspired Dream was presented from 31March1988 until 26 February 1989. 
The exhibition later toured in Southeast Asia. 
40 Queensland Art Gallery, Balance I990: Views, Visions, Influences (Brisbane: Queensland Art Gallery, 
1990), 11. 
41 Jennifer Isaacs, 'The Public Face of Aboriginal Art in the 70s and 80s,' Art Monthly Australia. 
Supplement. Aboriginal Art in the Public Eye, no. 56 (December - February 1992-93): 24, Myers, 
Painting Culture: The Making of an Aboriginal High Art. 
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The Inspired Dream - Life as Art in Aboriginal Australia was a means by which QAG 
could demonstrate its resolve to increase the profile of Indigenous art within the 
institution. The exhibition was displayed for an extended period of time in 1988 and 
was given prominence within the Gallery as works were located near the entrance, along 
the Waterman and in several other major spaces. In its Annual Report I987-88, QAG 
declared the exhibition 'had great appeal to Australian visitors in general, and overseas 
visitors in particular', suggesting that the display, while seen as relevant to Australians, 
represented something identifiably Australian to a broad overseas audience. Bettina 
MacAulay, Senior Curator of Australian Art (pre 1970) at the time, confirms this view 
indicating 'the thing that Expo visitors wanted to see was Indigenous art. They were 
really not interested in white Australian art' .42 Although QAG played a role in the 
development of the exhibition, it was curated by Margie West and originated from the 
Museum and Art Gallery of the Northern Territory (MAGNT) rather than from the 
Gallery's Indigenous collection which the 1988 Acquisitions Policy had identified as 
being limited. Nevertheless, Doug Hall publicly asserted the institution's interest in this 
domain, announcing that the presentation 'is not a short lived or celebratory gesture, for 
the Gallery has made a commitment to develop further its Northern Aboriginal and 
Islander collection to give it greater presence within the development and display of the 
permanent collection' .43 
In presenting The Inspired Dream the Gallery needed to consider issues arising from 
cross-cultural display. Rather than basing the exhibition on chronology or a problematic 
binary of 'traditional' and 'contemporary' art, West organised the huge range of work 
thematically. In this way the curator was able to stress concepts and practices significant 
to Aboriginal people, demonstrating the diversity and continuity of Indigenous art 
practice and its inter-relationship with culture and life, rather than arranging the work 
through Western classificatory systems. The Inspired Dream was also significant 
because, for the first time, the institution undertook consultation with the local 
Indigenous community when senior members of the Aboriginal community in Brisbane 
were invited to work with curatorial staff in determining appropriate ways to celebrate 
the exhibition's opening.44 Apart from a local Indigenous presence during these 
festivities, the creation in the Gallery of a ceremonial ground painting by eight female 
42 Queensland Art Gallery, Queensland Art Gallery Annual Report 1987-88, 13. Personal communication 
with Bettina MacAulay, 29 Sept, 2003. 
43 Doug Hall, 'Forward,' in The Inspired Dream: Life as Art in Aboriginal Australia, ed. Margie KC West 
(Queensland Art Gallery: Brisbane, 1988), 7. 
44 MacAulay, interview, 29 Sept, 2003. 
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artists from Papunya contributed a performative and ritual aspect to the exhibition itself. 
QAG claims it 'was the first time that such a painting with its accompanying ceremonial 
ritual had been produced publicly in a gallery environment', although a ground painting 
and ceremonial performance by W alpiri artists had been presented several years earlier 
at the 1982 Sydney Biennale at the AGNSW. The creation of the work enabled visitors 
to watch 'the artists develop their theme of the Honey Ant Dreaming through song, 
paint and dance' and in this sense, demonstrated the interconnection of these elements 
in the production of many forms of Indigenous art.45 
Fig 3.4 Eight women artists from Papunya created a ceremonial ground painting 
presenting the Honey Ant Dreaming for The Inspired Dream in 1988. 
Aboriginal art embraced 
A second Bicentennial exhibition at QAG, The Great Australian Art Exhibition 1788-
1988, highlighted issues concerning the classification and inclusion of various forms of 
Aboriginal art within Australian art historical discourse. Jointly curated by state 
galleries to mark the Bicentennial year, the exhibition was created 'for the nation', 
toured throughout Australia, and promoted as 'the largest and most comprehensive 
survey of Australian art ever compiled', bringing together 'the great treasures and icons 
45 Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89 (South Brisbane: Queensland 
Art Gallery, 1989), 5,27-28. The report adds '(p)reparation of the ground painting and its associated 
ceremonial performance served to heighten the Gallery visitors' experience of traditional Aboriginal art 
forms and to give greater meaning to the work'. 
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of Australian art' .46 Daniel Thomas remarks in Creating Australia, the book based on 
the exhibition, that it 'differs from most previous accounts of Australian art' because: 
Above all, Australian Aboriginal art is embraced. Since the 1940s, sophisticated 
art-lovers had appreciated it not as ethnography but as art. Now in the 1980s 
Aboriginal art is fully incorporated into the wider Australian consciousness as 
art. Initial planning for this exhibition assumed that separate exhibitions of 
Aboriginal art would be preferred by Aboriginal people; only at a very late stage 
of planning did it become clear that exclusion of Aboriginal art from so broad a 
survey would be a continuation of art-as ethnography attitudes. Although it is 
true that an exhibition of Australian art from 1788 to 1941 which toured north 
America in the 1940s included a dozen bark paintings and that, since 1979, 
surveys of contemporary art have always included Aboriginal art, this is the first 
attempt to see it within the full continuity of Australian art, in both its traditional 
forms for Aboriginal people's use and its innovative forms for white 
collectors. 47 
Whether intentionally or not, Thomas alludes to curatorial shortcomings arising from a 
lack of comprehensive consultation, and pre-conceived assumptions about Aboriginal 
attitudes. In addition, his discussion of both 'traditional' and 'innovative' forms reveals 
the problematic task of classifying different Indigenous creative outputs and shows how 
Aboriginal art was being divided into distinct groupings to fit within existing Western 
art historical frameworks. The categorisation through media and commodity status of 
'traditional forms for Aboriginal people's use and its innovative forms for white 
collectors', further delineates works, creating a binary implying that 'traditional' works 
lack innovation.48 Although this position is mitigated by individual commentaries 
within Creating Australia, the location of 'traditional' art in a separate section at the 
beginning of the exhibition catalogue reinforces a sense of being ahistorical compared 
to other works in the exhibition. In contrast, work in The Inspired Dream, which only 
featured Indigenous art, was presented thematically thus avoiding these problems. 
46 Queensland Art Gallery, Queensland Art Gallery Annual Report 1987-88, 13. The exhibition's co-
ordinating curator was Ron Radford from the AGSA. The Great Australian Art Exhibition was presented 
at QAG from 17 May- 17 July 1988. 
47 Daniel Thomas, 'Preface,' in Creating Australia: 200 Years of Art 1788-1988, ed. Daniel Thomas 
(Sydney and Adelaide: International Cultural Corporation of Australia and Art Gallery of South Australia, 
1988), 10. 
48 These terms 'traditional' and 'innovative' as applied to Indigenous art have been defined in various 
ways and may incorporate judgments based on aesthetics, media, authenticity and geography. Thomas 
goes on to provide examples of 'innovative work' and includes artwork by William Barak, Jim Kite, 
Albert Namatjira, the Papanya Tula art movement and toas. Howard Morphy has argued though that 
much bark painting, which Thomas has categorised here as 'traditional' was created for Western 
collectors. See for example Howard Morphy, 'Seeing Aboriginal Art in the Gallery,' Humanities 
Research: Museums of the Future/ The Future of Museums VIII, no. 1 (2001 ): 46. 
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In a broader context, though, Thomas's celebratory statements indicate that in 1988 
Aboriginal art was regarded as an integral and ongoing component of what was 
considered 'essential' Australian art. An 'embraced' Aboriginal art implies that it was 
seen as embedded within the overarching structure of Australian art history rather than 
as a discrete unconnected entity, while considering it 'within the full continuity' does 
suggest an innovative, evolving art practice. Thomas indicates that in all its diverse 
forms of expression, Indigenous art was important and that its position within the field 
of Australian art had significantly shifted. Consequently, Aboriginal art was accorded a 
legitimacy and status by being prominently included and integrated with other 
celebrated examples of Australian art.49 
As The Great Australian Art Exhibition toured state galleries, each venue was asked to 
find a significant Indigenous work from their own state to include in the local 
presentation of the exhibition. A major crocodile sculpture from Aurukun, borrowed 
from the University of Queensland Anthropology Museum, was selected as the major 
regional work for QAG's display. Prior to presenting the sculpture, the Gallery and 
Anthropology Museum took an important step in considering Indigenous cultural 
perspectives by seeking permission from the Aurukun community, as the sculpture had 
once been used as a ceremonial object and it was not known if could be publicly 
displayed. In selecting the work, the Curator of Australian Art considered its dual 
resonance as 'a major sculptural piece in Western terms' but also as a significant object 
'in cultural terms for the Aurukun community' .50 By presenting exhibitions such as The 
Inspired Dream, The Great Australian Art Exhibition and many others held throughout 
the country in 1988, art museums played an important role in communicating a greater 
understanding of Aboriginal art and culture, while also boosting the legitimacy of 
Indigenous art practice.51 At the same time, with the increasing prominence of 
Aboriginal art, there was a growing awareness in art institutions of the need to engage 
in more reflexive practices and to acknowledge Indigenous cultural beliefs when 
presenting such work. 
49 Thomas provides conditional comments indicating the exhibition's concept is about 'the Australian 
experience' and particular 'works of art' rather than conveying an all inclusive Australian art history. 
Thomas, 'Preface,' IO. 
50 MacAulay, interview, 29 Sept, 2003. 
51 See Luke Taylor, 'The Role of Collecting Institutions,' in Marketing Aboriginal Art in the 1990s, eds. 
Jon Altman and Luke Taylor (Canberra: Aboriginal Studies Press, 1990). 
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The prominence accorded to Aboriginal art in 1988 can also be linked to 'the 
inescapable connection of "Aboriginality" to changing formulations of 
Australianness' .52 Indigenous art was being appropriated and conflated with Australian 
identity and increasingly functioned as a symbol of national culture, including within 
the international artworld where it was positioned as a distinctively Australian presence. 
When the NGA opened a comprehensive survey of Indigenous art, Aboriginal Art: the 
Continuing Tradition, in the year following the Bicentennial, critic John McDonald 
observed that '(w)hat this show confirms, once and for all, is that Aboriginal art is 
Australia's most exciting, most imaginative and dynamic contribution to world culture. 
It may well prove to be our only distinctive contribution' .53 Celebrating Aboriginal art 
as something distinctively Australian was not new, but the degree to which it was 
absorbed into and presented as part of the mainstream was more pronounced. This was 
demonstrated through frequency of exhibitions and an accelerated commitment to 
collect by public art institutions. In Representing the Nation, Jessica Evans proposes 
that '(w)hat it means to be and feel Australian .. .is bound up with the ways [the nation] 
and regions are made tangible through repeated and recognisable symbolic forms, 
narratives and communicative styles' .54 Previously the presence of Aboriginal art had 
been limited in most art museums and although this changed in the period around the 
Bicentennial, it would still require repeated and continuing display, and changes in 
communicative styles at QAG and other galleries to contribute to this understanding. 
'Catching up' collections 
A consequence of these shifting perceptions was that galleries had to address the 
presentation of Indigenous art in their collections in order to truly reflect Australian art. 
This was because of its increasing status and a need to communicate 'Australianness' to 
both national and international visitors. There was a growing prestige associated with 
presenting Aboriginal art and therefore, in acquiring it, public art institutions were 
52 Fred R Myers, 'In Sacred Trust: Building the Papunya Market,' in Papunya Tula: Genesis and Genius, 
eds. Hetti Perkins and Hannah Fink (Sydney: Art Gallery of New South Wales and Papunya Tula artists, 
2000), 242. 
53 John McDonald, 'Our Unique Cultural Gift,' The Sydney Morning Herald, 17 June 1989, 87. The 
presentation of exhibitions of Aboriginal art in international contexts, such as Dreamings: the Art of 
Aboriginal Australia, held at the Asia Society Galleries in New York from October to December 1988, 
and which 'drew the largest attendance ... of any exhibit ever held at the Asia Society' also contributed to 
these legitimising processes. Myers, Painting Culture: The Making of an Aboriginal High Art, 237. 
54 Jessica Evans, 'Introduction: Nation and Representation,' in Representing the Nation: A Reader -
Histories, heritage and museums, eds. David Boswell and Jessica Evans (London: Routledge, 1999), 2. 
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boosting their supply of symbolic capital and hence their position in the field. As a 
result, from the late 1980s, several major public galleries embarked on a flurry of 
acquisitions, primarily developing their collections to include initially 'recent 
developments in acrylic painting in the desert', and somewhat later, weavings and 
textiles, posters, prints 'and the work of urban-based artists' .55 Jon Altman and Luke 
Taylor summarise these changes, noting: 
In the early 1980s most art galleries in Australia still maintained an interest in 
exhibiting their 'Primitive and Pre-Columbian' collections. Aboriginal art was 
slipped into this rubric. By the time of the Bicentennial ... in 1988 the profile of 
Aboriginal art had increased considerably ... particularly in the late 1980s when 
they [museums and art galleries] directly purchased significant collections. 
These were important years when Australian galleries worked to dismantle their 
halls of primitive art and established new collections of contemporary work.56 
The 'distinguishing signs' of Aboriginal art, represented as a cultural whole, created an 
important means of differentiating Australian public galleries from overseas 
counterparts. At the same time, with the movement of Aboriginal art towards a position 
of orthodoxy, most galleries sought to develop broadly representative collections. As a 
consequence it would be increasingly difficult for Australian art museums to distinguish 
themselves from each other through their respective Indigenous art collections. 
The NGA funded a highly significant work at this time. The Aboriginal Memorial 
(1987-88), created by Rarningining artists, presented a major Indigenous statement 
about Australian in its Bicentennial year. The work, conceived by senior Rarningining 
artists Paddy Dhatangu, David Dayrnirringu, George Milpurrurru and Jimmy Wululu, 
and art advisor Djon Mundine, took the form of an enormous installation of dupun, or 
hollow log coffins, and functioned both as 'a memorial to the fallen victims of the 
colonial invasion' and as an expression of 'a desire for a transition of the nation ... into 
a more egalitarian and inclusive future'. The NGA 'commissioned' the work and after 
its initial exhibition at the 1988 Sydney Biennale, subsequently displayed it in 
prominent locations within the Canberra gallery. Initially it was positioned in the 
institution's Sculpture Gallery amongst major 201h century artworks including 
55 Wally Caruana, 'Black art on white walls? Institutional responses to Indigenous Australian art,' in The 
Oxford Companion to Aboriginal Art and Culture, ed. Sylvia Kleinert and Margo Neale (Oxford: Oxford 
University Press, 2000), 456-57. See also Susan Cochrane, eds., Aboriginal Art Collections: Highlights 
from Australia's Public Museums and Galleries (Sydney: Craftsman House, 2001). This text provides 
selected collection histories, focusing on highlights but tending to avoid 'shortcomings' or limitations. 
56 Jon Altman and Luke Taylor, 'Commerce and Culture: Aboriginal and Torres Strait Islander art and the 
market,' in Transitions, ed. Margie West (Darwin: Museum and Art Gallery of the Northern Territory, 
2000), 9,13. 
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Brancusi's Birds in space (c.1931-36) and Beuys' Stripes from the house of the shaman 
1962-72 (1980), before being re-located in 1991 to the front of the gallery, 'a placement 
as symbolic as it is significant'. 57 This seminal work, and its acquisition and display by 
the NGA, demonstrates ways in which Indigenous art could be located in Aboriginal, 
Australian and international art contexts while also asserting a strong, politically 
informed response to 'mainstream' culture. 
The well-funded NGA was amongst the most active of Australian public galleries in 
acquiring Aboriginal art around this time. According to Wally Camana, by 1984 the 
NGA, which opened in 1982, had established a department of Aboriginal and Torres 
Strait Islander art, with a policy to primarily 'seek out Indigenous art as it happened' 
rather than replicating historical collections primarily located in museums. While it 
aimed to be 'comprehensive and representative of regional styles, art forms and 
materials' and has been successful in doing so, in the early 1980s the NGA gave 
greatest emphasis to works from Arnhem Land while steadily acquiring Desert art to a 
lesser degree. In 1988-89, the year following the funding of The Aboriginal Memorial, 
the NGA made a substantial number of acquisitions of diverse forms of Indigenous art, 
a large portion of which was by artists from central Australia.58 
Fig 3.5 Ramingining artists, The Aboriginal Memorial (1987-88), wood and natural pigments, 
max. height 327 cm, National Gallery of Australia. 
Several other state galleries took a similar approach. The NGV did not commence a 
dedicated Aboriginal art collection until 1984-85 and only purchased its first Papunya 
57 Wally Caruana, 'The collection oflndigenous Australian art: Beginnings and some highlights,' in 
Building the Collection, ed. Pauline Green (Canberra: National Gallery of Australia, 2003), 192-209. 
Caruana notes that The Aboriginal Memorial is an unusual commission as 'the original idea was the 
artists' not the institution's. 
58 Australian National Gallery, Annual Report 1988-1989 (Canberra: Australian National Gallery, 1989), 
Caruana, 'Black art on white walls? Institutional responses to Indigenous Australian art,' 456. The NGA 
was originally called the Australian National Gallery and changed to its current name in 1992. 
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paintings in 1985-86, several years after QAG. The Gallery's collection then developed 
'a strong contemporary emphasis' and a 'unique ... focus on communities of artists 
rather than individuals' .59 In 1987 the institution reported that it was 'deeply committed 
to the acquisition and display of contemporary Aboriginal art in both traditional media 
and new media' and followed this in subsequent years with an exponentially increasing 
series of comprehensive acquisitions complemented by the donation of several major 
collections which included significant early works from Papunya Tula. In 1987-88 the 
NGV acquired 27 works, followed by 56 in 1988-89. In the next two financial years it 
acquired over 100 works in each period. Having built, in a very short time, an 
impressive collection of primarily Desert art, the Gallery shifted its focus to the art of 
Arnhem Land in 1990. 60 
In Western Australia acquisition activity was also increasing. The Art Gallery of 
Western Australia (AGW A) already held a strong collection of barks, sculptures and 
other pieces from Arnhem Land and the Kimberley, collected primarily in the 1960s and 
1970s by director Frank Norton, but for the following ten years acquisition activity was 
stagnant. From the mid 1980s, Indigenous art received a much higher profile 
particularly following the appointment of a Curator of Asian and Aboriginal Art. In 
1985-86 only three barks were purchased compared to 1988-89 when 61 diverse works 
were acquired. In the latter financial year the Gallery also received two major 
collections which included the donation of 31 early Central Desert paintings from the 
Rothmans Foundation Collection, and the special acquisition by the State Government 
of the substantial Louis Allen Collection of over 1200 items which were created 
between the 1950s and 1970s by Arnhem Land artists. The AGW A was also taking an 
active role in collecting the work of artists from its own state and was building a strong 
collection of work by Kimberley artists including Rover Thomas. 61 
59 Judith Ryan, 'National Gallery of Victoria, Melbourne,' in Aboriginal Art Collections: Highlights from 
Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: Craftsman House, 2001), 72. 
60 National Gallery of Victoria, Annual Report 1986-87 (Melbourne: National Gallery of Victoria, 1987), 
4, Ryan, 'National Gallery of Victoria, Melbourne.' See also the NGV's Annual Reports from 1988 to 
1991. The figures provided and the ones that follow for other galleries are drawn from annual reports. 
Generally they represent works each institution has listed as 'Aboriginal Art acquisitions' and do not 
include gifts if they are detailed in a separate section. As a result these numbers are a guide rather than 
being definitive because works by Aboriginal artists were sometimes acquired by curators from other 
sections such as Prints and Drawings and hence not listed under the curatorial area of Aboriginal Art. In 
the case of QAG, acquisitions are not separated into sections in annual reports. 
61 Michael O'Ferrall and Brenda L Croft, 'Art Gallery of Western Australia, Perth,' in Aboriginal Art 
Collections: Highlights from Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: 
Craftsman House, 2001). See also the AGWA's Annual Reports from 1986 to 1991. The greater 
prominence given to collecting Aboriginal art in the mid 1980s occurred under the directorship of Betty 
Churcher (1987-89) and the chairmanship of Robert Holmes a Court (1986-90). The Holmes a Court 
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The AGNSW was an exception, purchasing few works from the mid 1980s until 1992. 
In the financial year 1988-89, for example, when its total spending on acquisitions was 
in excess of $5 million, a vast sum compared to other galleries' acquisition budgets at 
this time which averaged between $ lmillion to $2 million, the institution purchased 
only six works by Indigenous artists. The AGNSW bought three works the following 
year and no Aboriginal art works in 1990-91 or 1991-92. In spite of the strong general 
institutional response in the late 1980s and early 1990s to art movements from desert 
communities, the AGNSW 'did not consider this to be a major focus of their collection 
policy at this time, and continued to concentrate on the bark painting collection under 
the curatorship of then curator-in-the-field, Djon Mundine,' who was based in 
Rarningining. This decision was surprising considering the pioneering inclusions by 
Bernice Murphy, then AGNSW Curator of Contemporary Art, of paintings by Papunya 
Tula artists in Australian Perspecta 1981 at the gallery. The institution had also been 
astute in its employment of Mundine, as this was 'the first time an Aboriginal person 
had been appointed to a curatorial position in an Aboriginal department of a public 
Gallery', but with no full time curator operating within the institution itself limited 
attention was given to this area. 62 
The AGNSW already held an outstanding collection of barks at this time, built on the 
foundations of the collection established by Tony Tuckson in the 1950s and 1960s and 
described in Chapter two. It appeared, though, that from the 1980s until the early 1990s, 
the Gallery's holdings were not being significantly developed to incorporate the diverse 
range of contemporary Indigenous art practice. Margo Neale, who was later to become 
Curator of Indigenous Australian Art at QAG, observes: 
In 1988, The Art Gallery of New South Wales reopened its expanded, 
redesigned and rehung Aboriginal and Melanesian art sections. It was, at the 
time, one of the largest concentrated displays in Australia with over 200 
paintings and some 50 other pieces of sculpture, jewellery and weaponry. 
However it showcased a collection which had not taken up the lead given by 
Bernice Murphy seven years earlier, making it difficult to meet expectations that 
collection included significant holdings of Aboriginal art. Betty Churcher went on to become Director of 
the NGA 
62 Margo Neale, Yiribana: An introduction to the Aboriginal and Torres Strait Islander Collection, The 
Art Gallery of New South Wales (Sydney: The Art Gallery of New South Wales, 1994), 15, Hetti Perkins 
and Ken Watson, 'Art Gallery of New South Wales, Sydney,' in Aboriginal Art Collections: Highlights 
from Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: Craftsman House, 2001), 
44. See also the AGNSW's Annual Reports from 1988 to 1992. 
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this exhibition would put a distance between the ethnographic shows of earlier 
years ... Serious gaps in the collection remained.63 
It was not until 1991-92 that the institution indicated that a policy had been formulated 
to include an increased commitment to exhibiting and acquiring Aboriginal art.64 This 
resulted in a full time Indigenous Curator of Aboriginal Art, Daphne Wallace, being 
appointed in 1993 and the opening of the AGNSW's dedicated Indigenous art gallery, 
Yiribana, in 1994. The creation of a separate curatorial domain for Aboriginal art and 
the appointment of Indigenous curators enabled greater attention to be paid to this area. 
At QAG such a move did not happen until several years later and consequently this 
affected collection development. 
Despite QAG' s stated interest in developing its holdings of Aboriginal art, in the years 
surrounding the Bicentennial the Gallery did not acquire a substantial number of 
Indigenous works. Two Western Desert paintings by Narpula Scobie Napurrula and 
Gabrielle Possum Nungurrayi were purchased by the Gallery in the period 1987-88. 
Other acquisitions included Pole Sculpture (1988) by JP Kelantumama; a 1936 
watercolour by Albert Namatjira; linocuts by Queensland artists Jenuarrie, Pooaraar, 
Zane Saunders and Wandijari; and a donated bark painting by Yuwunyuwun 
Marruwarr. Turkey Tolson Tjupurrula's Wild Potato Dreaming (1988) was one of the 
major Indigenous works purchased by QAG in the period 1988-89. Additional 
acquisitions included works by Queensland artists Fiona Foley and Gordon Bennett, a 
painting by Trevor Nickolls and two linocuts by Banduk Marika. The Jack Manton 
Exhibition 1989, a biennial presentation of mid to late career artists, included the work 
of two Indigenous artists, Paddy Carroll Tjungurrayi and Anatjari Tjampitjinpa, and 
resulted in the acquisition of a work by the latter. The spread of works acquired gave a 
sense of the diversity of Indigenous art practice and included the work of several 
Queensland artists but QAG's acquisitions were not as extensive as those of many other 
major art institutions. 
Meaningful comparisons of QAG's acquisitions with those of other state galleries are 
difficult due to a range of factors including differences in budgets and comparative 
criteria such as whether to restrict to particular media, such as painting, and whether to 
compare number of works acquired, comparative value of particular works, or dollars 
63 Neale, Yiribana: An introduction to the Aboriginal and Torres Strait Islander Collection, The Art 
Gallery of New South Wales, 15. 
64 Art Gallery of New South Wales, Art Gallery of New South Wales Annual Report 1992 (Sydney: The 
Art Gallery of New South Wales, 1992). 
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spent. Nevertheless, a comparison with the AGSA, a similar sized institution, gives a 
clear indication that QAG was fairly modest in its Aboriginal art acquisitions. QAG's 
acquisitions of Indigenous works in all media totalled 20 (including two donated works) 
for the periods 1987 -1988 and 1988 - 1989 while during the same time span the 
AGSA purchased 55 Aboriginal paintings alone. 65 A more restricted comparison of 
Australian paintings acquired by QAG and AGSA in 1987-88 reveals that 50% of the 
latter's acquisitions were of Indigenous art compared to 14% by QAG.66 Acquisition 
data reveals that the AGSA was developing its Indigenous collection solidly from the 
early 1980s and increasing it dramatically from 1988 to reach 'a mean of 67% of the 
total Australian contemporary art purchased ... from December 1990 to 1997', while 
QAG' s acquisitions from the mid to late 1980s were steady but not substantial. 67 Thus, 
although the QAG's stated intention was to profile Indigenous art and the institution had 
acknowledged the potential of 'contemporary' work, acquisitions in this domain were 
limited, while many other state galleries were rapidly developing substantial collections 
of Aboriginal art. 
Japanese Ways: Western Means 
Fig 3.6 Queensland artist Jenuarrie with 
Aboriginal Rock Art, 'Stanley Island', 
F.N.Q. (1987). 
Through policy discussions and directives the Gallery took stock of its position and 
considered future directions, but it was through exhibitions and acquisitions that it made 
65 Australian state galleries received special funds from the Australian Bicentennial Authority to acquire 
works during this period. QAG allocated its funds to a suite of 178 photographs by six photographers, 
documenting community life in Queensland while the AGSA devoted its funds to the acquisition of 
Indigenous Australian art. Looking at percentages is also problematic because QAG's acquisition of the 
178 photographs dramatically escalates the number of works acquired. In the 1987-1988 financial year 
QAG spent $224 656 on acquisitions and $241 813 in 1988 - 1989. 
66 Cant gives the total number of paintings acquired as 34. QAG figures are based on a total of 14 works, 
restricted by media to painting only and not including works on paper or gifts and bequests. Elizabeth 
Cant, Collecting and Curatorship: The Art Gallery of South Australia 1920-1959 (Henley Beach, 
Adelaide: Seaview Press, 2000), Queensland Art Gallery, Queensland Art Gallery Annual Report 1987-
88. 
67 Cant, Collecting and Curatorship: The Art Gallery of South Australia I 920- I 959, 72. 
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these shifts manifest to a greater or lesser degree. One project, a curatorial exchange 
between QAG and the Museum of Modem Art in Saitama Japan, had unexpected 
consequences for the Gallery as it provided a springboard for the institution's 
engagement with contemporary Asian art. Since 1982-83, planning had been underway 
for a collaborative curatorial project with the Museum of Modem Art in Saitama 
(MOMAS). This evolved partly as a consequence of the Sister State Agreement 
between Queensland and the Prefecture of Saitama and eventually resulted in exhibition 
exchanges in 1987 and 1989. The first of these, Painters and Sculptors: Diversity in 
Contemporary Australian Art, opened at QAG in June 1987 and was then displayed at 
MOMAS in October of the same year. 
Painters and Sculptors comprised works by 44 artists, drawn primarily from the 
Gallery's collection and was claimed by QAG as 'the first major exhibition of 
contemporary Australian art shown in Japan'. 68 In making their selections, co-curators 
Michel Sourgnes from QAG and Hidekazu Izui from the Saitama Museum sought to 
'combine two views of what constitutes the most interesting work currently being 
produced in this country' .69 No works by Indigenous artists were included in the 
exhibition and while the catalogue essays acknowledge Aboriginal art, it is treated as an 
entirely distinctive category quite separate from contemporary Australian art. The 
processes of cross-cultural curatorship proved to be a challenge and although they 
would later provide a model for QAG in the presentation of the Asia-Pacific Triennials, 
meshing differing perspectives was a complex task. Critic Graeme Sturgeon alludes to 
these difficulties, suggesting that in Painters and Sculptors there was an overall loss or 
lack of coherency as a result. Sturgeon remarks: 
The view from Australia is not necessarily the view from Japan; viewed from 
the cultural standpoint of each of the curators what seems significant to one may 
seem relatively unimportant to the other, the result is a compromise between the 
opposing points of view. 70 
Working cross-culturally and including disparate perspectives can potentially result in a 
bland neutrality and compromise, or unexpected connections and combinations that 
68 Queensland Art Gallery, Queensland Art Gallery Annual Report 1987-88, 7. 
69 Graeme Sturgeon, 'Dreams and Desires: Aspects of Recent Australian Art,' in Painters and Sculptors: 
Diversity in Contemporary Australian Art, eds. Queensland Art Gallery and Museum of Modern Art 
Saitama (Brisbane and Saitama: Queensland Art Gallery and Museum of Modern Art Saitama, 1987), 18. 
70 Queensland Art Gallery and Museum of Modern Art Saitama, Painters and Sculptors: Diversity in 
Contemporary Australian Art (Brisbane and Saitama: Queensland Art Gallery and Museum of Modern 
Art Saitama, 1987), Sturgeon, 'Dreams and Desires: Aspects of Recent Australian Art,' 18. 
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unsettle expected perceptions. QAG would repeatedly encounter problems in presenting 
a 'unified' curatorial position as it increasingly exhibited both Aboriginal and Asian art. 
In 1989 QAG faced similar issues when Painters and Sculptors was reciprocated by a 
corresponding exhibition of contemporary works by 42 Japanese artists, Japanese 
Ways, Western Means: Art of the 1980s in Japan, which opened at the Gallery in 
September. The exhibition, supported by the Queensland Government and the Japan 
Foundation, included paintings, sculpture, prints, photographs, video and installation. 
Once again, the selection process was a collaborative one between Sourgnes, QAG's 
Curator of Contemporary Australian Art, Hidekazu Izui and Masayoshi Homma -
Curator and Director respectively of the Saitama Museum - but inevitably there were 
differing perceptions of what constituted contemporary Japanese art and which artists 
and works should be included under the exhibition's rationale.71 Caroline Turner, 
Deputy Director and Manager, International Programs, comments on the benefits and 
drawbacks of this approach, observing: 
Its concept and curatorial approach was heavily influenced by Japanese 
perceptions of their own art. It was to be Japanese art which engaged in an 
international debate ... Of course it [the collaborative process] was not always 
easy and there were disagreements but the project was a fruitful example of 
collaboration, shared ideas ... and of professional development for both sides.72 
These questions of who has the power to decide who and what should be represented, 
were criticisms that would be repeatedly raised during the Asia-Pacific Triennials at 
QAG. Nevertheless, the collaborative process 'did provide a very interesting model' and 
functioned 'as a starting point' for the Triennial series.73 
Although the exhibition title has subsequently proved to be something of an 
embarrassment to QAG as it alludes to notions of essentialism and Japanese 
contemporary art as being derivative of Western modes of expression, this cultural 
exchange was significant for the Gallery. Turner notes this 'was the first large scale 
collection of Japanese contemporary art to be exhibited in Australia' and proved to be 'a 
catalyst to further development in [QAG's] program of contemporary international art 
exchanges' particularly in relation to Asia. Because there 'had been no widespread 
exposure of Japanese contemporary art in Australia' at the time, however, the institution 
71 Caroline Turner, interview with the author, Canberra, 22 November, 2000. 
72 Caroline Turner, 'The Greatest Challenge' (paper presented at the AMAA conference, Perth, 1991 ), 8. 
73 Turner, interview, 22 November, 2000. 
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was not aware of just how strong the show was.74 Richard Austin alludes to this in his 
speech at the exhibition's opening stating: 'And now we suddenly find that modern 
Japanese art, too, is not at all what we expected it to be' .75 Turner recalls that Homma 
and his fellow curators from Saitama: 
... were very definite about the sorts of artists they wanted in it. There was a 
who's who of very important artists. He [Homma] wanted to send to Australia 
what he considered to be the best Japanese art ... so really when we look back at 
this exhibition we got a superb one ... but I think we didn't understand what we 
had there.76 
Fig 3.7 Works on display in Japanese Ways, Western Means 1989. 
Despite the Gallery's limited knowledge of the value of the work on display, QAG was 
not hesitant in dramatising the exhibition's importance, claiming it: 
... gave the public a view of contemporary Japanese art of a scope and diversity 
not seen before in the Western world ... attracted widespread critical and public 
acclaim ... [and] was of international importance - a major initiative in 
presenting and interpreting contemporary Japanese art to Western audiences.77 
74 Turner, 'The Greatest Challenge', 6,8 .. Looking back on its impact more than 10 years later, Turner 
reflects: 'In retrospect its thesis, summed up in the title, that Japanese art was a fusion of East and West, 
failed to take into account the more complex and unique qualities of Japanese eclecticism, and new 
developments underway in Japan. However, few could have realised then what a significant show this 
would be for Australia as the first major museum-based show of contemporary Asian art in Australia and 
the inspiration for the Asia Pacific Triennial project'. Caroline Turner, 'Transcending time: the enigma of 
Japanese contemporary art,' Artlink 20, no. 2 (2000): 40. 
75 Austin, View From the Chair: Speeches of Richard W. L. Austin, 22. 
76 Turner, interview, 22 November, 2000. 
77 Queensland Art Gallery, Queensland Art Gallery Annual Report 1989-90 (South Brisbane: Queensland 
Art Gallery, 1990), 12. 
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Japanese Ways, Western Means proved to be a success, attracting almost 54 000 
visitors, and receiving positive critical reviews. Jennifer Towndrow confirmed the 
exhibition's significance, remarking that the Gallery 'has pulled off something of a coup 
... it has staged the first truly important show of Japanese contemporary art to be seen 
in Australia'. 78 
The exhibition also provided an excellent opportunity for the development of the 
Gallery's Asian art holdings which were strongest in Japanese art. In 1989, although the 
specifics of an Asian art policy were 'still being developed', it was 'proposed that 
continued purchases in the area of Japanese art already established in the collection, 
especially works on paper, should be considered, particularly with the opportunities 
offered by the Saitama exhibition' .79 In 1988 the Gallery acquired Fumio Nishimura's 
granite sculpture, The Abyss of Time V (1978) which had been displayed at the festival 
of international sculpture held in conjunction with Expo 88, and the presentation of 
Japanese Ways enabled the institution to purchase additional Japanese contemporary 
works. Despite the strength of work in the exhibition, QAG only acquired 'a few things 
in a hesitant sort of way' - primarily prints, works on paper and photographs, including 
Doublonage (Marcel) (1988), by Yasumasa Morimura.80 
Economic and cultural connections 
In order to build on this cross-cultural collaboration and develop its interest in Asian art, 
the Gallery determined to build on some of the economic and trade relationships that 
were flourishing between Japan and Queensland in both the government and corporate 
sectors. The Australian interest in developing trade relations with Asia outlined in 
Chapter two was also strongly evident in Queensland at this time. The conservative 
National Party state government, led through most of the 1980s by Joh Bjelke Petersen, 
maintained an assertive development policy and welcomed foreign investment in 
industries such as mining and tourism, while Expo 88 was a further manifestation of this 
interest in international trade development. The Goss Labor government, elected in 
1989, continued to promote economic growth in Queensland, while also emphasising 
78 Jennifer Towndrow, 'Contemporary Japanese Art,' Art Monthly Australia, no. 26 (1989): 13. 
79 Queensland Art Gallery, 'Position Paper - International Collection - May 1989,' (Brisbane: Queensland 
Art Gallery, 1989), 2. 
80 Turner, interview, 22 November, 2000. 
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cultural policy as a contributing element. In addition to his role as State Premier, Wayne 
Goss held two additional portfolios - Economic and Trade Development, and the Arts -
which meant a greater likelihood of synergies between these areas, while prior to Goss's 
leadership, the National Party Premier Mike Ahern had also taken on the Arts 
portfolio. 81 
QAG' s commitment to seek funds for cultural activities from corporate and private 
sources, stated in the 1987 Strategic Plan, was assisted by government initiatives such 
as the Queensland Government Indemnification Scheme which allowed QAG a greater 
opportunity to 'risk' new ventures. The scheme granted the Gallery 'an unspecified 
upper limit on the value of exhibitions for which it is the organising body', permitting 
the institution 'to negotiate important national and international exhibitions with an 
assured level of funding'. In addition the state government approved 'dollar for dollar 
subsidy' for all donations to the Gallery Foundation, further reinforcing the 
government's support for QAG's endeavours. 
Coinciding with government initiatives, corporate sponsorship also became an 
important factor in enabling the Gallery to effect its policies and strengthen its position. 
Hoping to mine the potential of economic and cultural connections, Austin and Hall 
travelled to Japan in June 1989 to seek corporate support or, as it was diplomatically 
phrased, to encourage corporations 'to direct some of their profits to the cultural life of 
this State'. 82 Thus: 
The Gallery directly approached major Japanese companies with business 
interests in Queensland to establish a fund of $1m, securing its capacity to 
negotiate and organise major exhibitions. The fund, complemented by the 
Queensland Government Indemnification Scheme, provides the opportunity for 
the Gallery to negotiate important national and international exhibitions with an 
assured level of funding. 83 
The Exhibitions Development Fund (EDF), established as a result of this visit, garnered 
substantial economic capital. This was initially directed towards the presentation of 
Toulouse Lautrec: Prints and Posters from the Bibliotheque Nationale, Paris at the 
Gallery in 1991, but subsequently assisted the development of the inaugural Asia-
81 The Goss government also instigated a forward-thinking program emphasising the teaching of Asian 
languages in schools. 
82 Austin, View From the Chair: Speeches of Richard W. L. Austin, 23. 
83 Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89, 5. 
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Pacific Triennial. The fund consisted of contributions from Nikko Securities Co, Ltd, 
Meiji Mutual Life Insurance Company, and Nomura Australia Limited who each 
provided $100 000, while the Japan Travel Bureau (Aust) Pty Ltd donated $50 000, 
with the total sponsorship being matched by the Queensland Government's dollar-for-
dollar subsidy. Further contributions came from Hitachi Australia Pty Ltd ($50 000) and 
Idemitsu Kosan Co, Ltd, with the latter providing $150 000 for the fund. 84 This was not 
the first major injection of corporate funds for the institution as QAG had previously 
obtained other sponsorships, such as an ongoing commitment from ARCO Coal 
Australia Inc, a long term Gallery Foundation member and sponsor of a number of 
significant exhibitions that included both Aboriginal and Asian art.85 The EDF was 
particularly significant, however, because of the combined level of funding and the fact 
that Japanese corporations were its source, while the successful attainment of this 
financial support was partly a consequence of the specific economic, political and social 
conditions of the time, as well as the efforts of individuals such as Austin and Hall. 
Fig 3.8 Guests including Queensland Premier Wayne Goss and corporate representatives at 
the Exhibitions Development Fund reception held to acknowledge fund donors. 
Corporate sponsorship can be extremely advantageous or even necessary for an art 
museum, but it co-exists with the possibility that donors' views and policies are seen as 
aligned with, or imposing on the receiving institution. This can be mutually beneficial, 
84 Austin, View From the Chair: Speeches of Richard W. L. Austin, 22-23, Queensland Art Gallery, 
Queensland Art Gallery Annual Report 1989-90, I 0-1 I. 
85 These included LI Harvey and His School and The Australian Landscape exhibition which toured 
regional Queensland in 1983-84 and I 986 respectively; The Ceramic Traditions of Japan: Masterworks 
from the Jdemitsu Museum of Modern Art in I 988; Balance 1990: Views, Visions, influences and the 
rehang of QAG' s permanent collection: Your Collection Revealed in 1989-90. 
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but can also be perceived as interfering with artworld expertise and autonomy. 86 
Government funding, particularly if directed towards a particular project, can also imply 
that the Gallery is subject to external influence. Sponsorship of cultural institutions can 
be understood to rely on the idea that there is some kind of transference, or what 
Bourdieu terms 'appropriation', which occurs through alignment with the prestige and 
image of the institution or art works it displays. 87 Sponsors desire exposure for their 
product to a target market and, associated with this practice, there is an exchange of 
economic capital for cultural and symbolic capital. QAG articulates this process in 
discussing its corporate funded Contemporary Art Acquisition Program, established in 
the late 1980s, noting the program 'made real progress in attracting dynamic Brisbane 
professional firms to align themselves with contemporary art purchases' (my italics). 
The advantages arising from the formation of the EDF are also outlined: 
The Fund originated from the Gallery's recognition of its potential to provide 
Japanese corporations with a unique avenue of promoting their corporate 
profiles in Queensland, while providing a valuable source of funds to initiate and 
stage outstanding international exhibitions. It provides scope for Japanese 
companies to become involved in a venture with mutual rewards. 88 
There were clearly shared benefits in the donations and for the Gallery there was a 
strong connection between the economic and symbolic capital it was building by 
directing its attention to the Asia-Pacific region. Sir Bruce Watson, QAG Foundation 
president and Mount Isa Mines Holdings Limited chairman, provides a 'grand vision' of 
this partnership. Although QAG was still in the early stages of developing its Asian art 
initiatives, Watson remarks: 
Increasingly, Japanese corporations are looking to Queensland as an 
environment in which to extend their business and commercial activities and, 
similarly, the Queensland Art Gallery is giving greater emphasis to developing 
programs with the Pacific rim nations ... As Queensland finds trade with Japan 
more and more beneficial ... our two countries will play a substantial role in the 
development of a Pacific rim economy and culture. 89 
86 See Ruth B Phillips for a discussion of opposition by First Nations Cree people to sponsorship by Shell 
Oil of The Spirit Sings in Canada. Ruth B Phillips, 'Show times: De-celebrating the Canadian nation, de-
colonising the Canadian Museum, 1967-92,' in National Museums Negotiating Histories Conference 
Proceedings, eds. Darryl Mcintyre and Kirsten Wehner (Canberra: National Museum of Australia, 2001). 
87 Pierre Bourdieu, Distinction: a social critique of the judgement of taste, trans. Richard Nice (London: 
Routledge and Kegan Paul, 1984). 
88 Queensland Art Gallery, Queensland Art Gallery Annual Report 1989-90, 9,11. 
89 Queensland Art Gallery, 'Queensland Art Gallery Exhibitions Development Fund,' (South Brisbane: 
Queensland Art Gallery, 1990), 3. 
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QAG's deliberate and targeted approach for sponsorship highlights the changing 
priorities of public art institutions and a weakening of the perception of autonomy that 
has characterised the artworld. 
Bourdieu argues that the artistic field represents an independent domain, characterised 
by a 'disavowal' or 'misrecognition' of the value of economic capital in favour of the 
prestige accorded by peer recognition, however his framework does not effectively 
encapsulate some of the practical realities currently faced by public art museums. In his 
later writings, however, Bourdieu acknowledges the impact of sponsorship in unsettling 
this position, observing that 'threats to autonomy result from the increasingly greater 
interpenetration between the world of art and the world of money. I am thinking of new 
forms of sponsorship, of new alliances being established between certain economic 
enterprises'. He adds 'it is improbable that' these symbolic exchanges 'increase 
independence from economic powers and, more generally, from the values of money 
and profit, against which the literary and artistic worlds were, at least initially, 
constituted' .90 In the Gallery's case, the economic benefits it was receiving would 
contribute to the symbolic capital it was eventually to accrue from its focus on 
contemporary Asian art, but it would receive criticism for these inter-relationships. 
While corporate and government interests were influencing the institution's options, it 
sought to 'refract' these external influences within the logic of its own sphere of 
operations. For QAG and other galleries, however, the negotiation and promotion of 
sponsorship is a potentially problematic area as corporations and art institutions are 
aligned and perceptions of galleries as 'removed' spaces are dissipated. 
Increasing interest in Asian art 
At QAG, the latter years of the 1980s were marked by an increasing number of 
exhibitions of Asian art primarily featuring pre-modern works. The Gallery had 
repeatedly presented displays of work from the region over the preceding 20 years, 
several of which were drawn from its collection of Japanese prints, but the increase in 
exhibitions from 1988-1990 reflected the institution's growing interest in displaying and 
collecting Asian art and developing its profile in the region. Exhibitions presented in 
90 Pierre Bourdieu, The Rules of Art: Genesis and Structure of the Literary Field (Cambridge: Polity 
Press, 1996), 344, Pierre Bourdieu, Hans Haacke, and Randal Johnson, Free exchange (Stanford, Calif.: 
Stanford University Press, 1995), 14-19. 
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this period included Ceramic Traditions of Japan, 1988; Four Aspects of Contemporary 
Japanese Ceramics, 1989; Looking Eastwards: The Intricate Art of Japanese Prints, 
1989; Japanese Ways, Western Means: Art of the 1980s in Japan, 1989 and 
Contemporary Japanese Calligraphy, 1990. The Joyce Ackroyd Gift: Japanese 
Woodblock Prints and Decorative Art Objects featured some of the approximately 200 
works from a private collection donated to the Gallery in 1990. In the same year, QAG 
presented a prestigious exhibition, Treasures from the Shanghai Museum, which it 
developed under the auspices of another Sister State agreement, signed in 1989, 
between Queensland and Shanghai. The exhibition spanned 'over 2500 years from the 
sixteenth century BC to AD 907' and included 'bronzes, jades and ceramics' and was 
informed by attention to scholarship, education and exhibition design. It received almost 
40 000 visitors demonstrating audience interest and encouraging the Gallery in its 
commitment to engaging with the art of the region.91 
By the end of the decade QAG was beginning to implement some of the policies and 
strategies outlined in 'Designing the Future of the Gallery'. Following the presentation 
of Japanese Ways, Western Means in 1989, the institution staged a comprehensive 
exhibition of Indigenous art, Balance 1990: Views, Visions, Influences, in 1990. 
Together these exhibitions represented significant initiatives in QAG' s move to profile 
contemporary Asian and Aboriginal art. Artists and artwork representing these 'cultural 
wholes' were receiving increasing attention in the Australian artworld as the decade 
drew to a close, and astute acquisition and exhibition programs in these domains could 
potentially provide a means for QAG to increase its own standing in the field. Armed 
with 'compelling evidence of the Gallery's success' provided by a 1990 Australia 
Council survey 'which reasserts that the Queensland Art Gallery enjoys the highest per 
capita attendance of all Australian State Galleries', the institution looked to the new 
decade as a time in which it could increase its focus on Aboriginal and Asian art.92 
91 The Queensland Department of Education was involved in introducing Treasures into all Queensland 
schools and a scholarly symposium was held in conjunction with the exhibition. After its display at QAG 
it then toured to the AGNSW. Queensland Art Gallery, Queensland Art Gallery Annual Report 1990-91 
(South Brisbane: Queensland Art Gallery, 1991), 9,12-13. 
92 Queensland Art Gallery, 'Queensland Art Gallery Exhibitions Development Fund,' 9. 
100 
CHAPTER 4 
Legitimacy and Balance 
Fig 4.1 Cover of the Queensland Art Gallery Annual Report 1989-90 featuring Tom Risley ' s Beach 
(1989) and Billy Cooley's Carved Snake (1989). 
In 1990, QAG' s Annual Report conveyed a sense of the increased focus given to 
Indigenous art and its incorporation into the Australian art collection. Doug Hall gave 
prominence to the exhibition and acquisition of both Aboriginal and Asian art in his 
'Director's Report' and in the document's cover image, Billy Cooley's Carved Snake 
( 1989) and Tom Risley' s Beach ( 1989) are juxtaposed and given equal status in a 
representation of contemporary works that denies hierarchies of culture, style or media. 1 
In spite of this seemingly inclusive philosophy and QAG's efforts to highlight the 
importance of Indigenous art within the institution, at the beginning of the new decade 
there were still significant gaps existing between collection aims and actual 
acquisitions. This chapter examines the collection and display of Aboriginal art in the 
early 1990s in the years leading up to the employment of the institution's first Curator 
of Indigenous Australian art and considers the extent to which differing forms of 
Aboriginal art gained prominence within the Gallery's spaces. This analysis is focused 
1 Queensland Art Gallery, Queensland Art Gallery Annual Report 1989-90 (South Brisbane: Queensland 
Art Gallery, 1990). 
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primarily on two key initiatives undertaken by the institution at this time - the major re-
presentation of QAG's permanent collection, Your Collection Revealed, and the 
landmark exhibition Balance 1990: Views, Visions, Influences. In undertaking these 
projects the Gallery faced issues concerning the display, classification and 
representation of Aboriginal art, the incorporation of Indigenous perspectives, and the 
balance between establishing a distinctive collection focus or a broadly representative 
collection of Indigenous art. 
Your Collection Revealed 
The location of Indigenous art, both literally within the Gallery's spaces, and 
conceptually within art historical taxonomies, was addressed when QAG undertook a 
complete re-organisation and re-interpretation of its permanent collection 
'unprecedented in its scope and initiatives' from 1989 to 1990.2 The resulting 
installation was presented as an exhibition entitled Your Collection Revealed, taking up 
over two thirds of the institution's hanging space. Chris Saines and Greg Roberts 
suggest this renewed focus on the collection was partly a reaction to the comprehensive 
Bicentennial and Expo exhibition program in 1988, which 'was so dense with unique, 
unparalleled, once-in-a-lifetime exhibitions that it left it the Gallery, and its public, 
exhausted' .3 The re-hang was significant because it provided a context for QAG to re-
examine its presentation philosophy and consequently, attention was given to the ways 
in which Indigenous art could be incorporated within the various displays. The 
institution enthused about its efforts, claiming that 'the Collection has been revealed in 
a manner and to an extent formerly the province of a major temporary exhibition, 
becoming in effect the Gallery's own blockbuster' .4 
The 'technique of the blockbuster', in which QAG declared it 'had become adept', 
suggests a comprehensive presentation of great masterworks and an attempt to convey a 
sense of the status of the collection. 5 It implies a space in which celebrated works by 
2 Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89 (South Brisbane: Queensland 
Art Gallery, 1989), 5. 
3 Chris Saines and Greg Roberts, 'The Art Museum and the Conspiracy of Meaning,' in Extending 
Parameters: Galleries and Communities, eds. Australia Council and Queensland Art Gallery (Redfern, 
NSW: Australia Council, 1990), 48. 
4 Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89, 6. 
5 Queensland Art Gallery, Queensland Art Gallery Annual Report 1991-92 (South Brisbane: Queensland 
Art Gallery, 1992), 8. 
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acclaimed artists are presented in a context reinforcing their 'mystique and allure' .6 This 
perspective was manifest to some extent in Your Collection Revealed through display 
techniques which included "'architecturally" highlighting major works' such as 
Picasso's La Belle Hollandaise ( 1905), creating a hierarchical form of separation within 
the main hang. The 'blockbuster' descriptor also hints at a deliberate marketing strategy 
employed to entice 'an audience accustomed to "blockbuster" attractions', but in QAG's 
case it was a paradoxical term for a number of reasons. 7 Shearer West argues that the 
blockbuster 'gives a limited, misleading and distorted perspective on the history of art 
by attempting to satisfy the public's desire for familiarity, while repeating old academic 
formulas which see art history as an inexorable progress towards greater and greater 
innovation' .8 In the reinterpretation of its collection, however, the Gallery was taking a 
different approach. 
Fig 4.2 Installation shot from Your Collection Revealed, with La Belle Hollandaise (1905) 
'architecturally highlighted' . 
The limits to QAG's collection and its decision to develop profile collections, outlined 
in the 1988 Acquisitions Policy, meant that the institution was unable to present a 
definitive history of either international or Australian modern art. Consequently, in re-
presenting the collection the Gallery elected to focus on relationships rather than the 
long-established convention of locating art works within defined movements or 
cultures, in an unfolding progression of time. Nicholas Serota explains this paradigm: 
6 Shearer West, 'The Devaluation of "Cultural Capital": Post-Modern Democracy and the Art 
Blockbuster,' in Art in Museums, ed. Susan Pearce (London & Atlantic Highlands, NJ: Athlone, 1995), 
90. 
7 Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89, 27. 
8 West, 'The Devaluation of "Cultural Capital": Post-Modern Democracy and the Art Blockbuster,' 80. 
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... the principle of historical grouping by school, with pictures hung at or slightly 
above eye level, often in aesthetically balanced groups, became the convention 
for display in most public galleries until the 1980s ... When Alfred Barr and his 
patrons established the Museum of Modem Art in New York in 1929 ... hanging 
by school gave way to hanging by movement .... [This] became the model to be 
followed by museums of modem art across the world. Well into the 1980s 
museums were continuing to build collections which aimed for complete 
representation of the major movements hung in chronological sequence, though 
with less breadth of vision than the early Barr.9 
Attempting to meet a benchmark of 'complete' representation was unfeasible for the 
Gallery and, as I have indicated in earlier chapters, compared to other state art museums 
even achieving comprehensive representation would be difficult for QAG. Despite 
shifting attitudes, the status of public galleries was still linked to this concept of 
presenting a meta-narrative of art history. As Donald Home explains in an analysis of 
the changing role of collection and display in art museums, 'because of the conventions 
of the chronological hang ... a museum's collection was likely to be judged not on its 
value in other ways but primarily on its chronological comprehensiveness ... according 
to the conventions of the fine arts canon' even though, as he points out, art historical 
completeness is an impossible goal 'because in any collection there are always gaps' .10 
Home's discussion questions underlying notions of 'value' in institutional collections 
and suggests that there are other roles collections can fulfill besides providing a 
structured, sequential presentation of art history. Ironically, in re-presenting its 
collection QAG's apparently disadvantageous position was used to advantage as the 
institution was forced to consider alternative perspectives to overcome the convention 
of 'chronological comprehensiveness'. 
The Gallery's new strategy was to 'make works work' through an innovative re-
organisation of its existing holdings. This was achieved by breaking down collection 
classifications, boundaries and hierarchies and deviating from the presentation of a 
predominantly chronological and progressivist art history. At the same time, the 
'blockbuster style' was conveyed through the provision of extensive contextual 
information about the permanent works on display. In its new approach, a general 
chronological framework was adopted but grand, linear historical narratives were not 
promoted. Works of different media were integrated and displays were arranged with an 
9 Nicholas Serota, Experience or Interpretation: The Dilemma of Museums of Modern Art (London: 
Thames and Hudson, 1996), 7, 10-11. 
10 Donald Horne, 'Coming Out of the Culture Bunker,' in Extending Parameters: Galleries and 
Communities, eds. Australia Council and Queensland Art Gallery (Redfern, NSW: Australia Council, 
1990), 3. 
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emphasis on 'major themes and stylistic groupings', proving an effective way of dealing 
with limits to the collection.11 Saines and Roberts summarise the revised presentation 
philosophy commenting, '(i)mplicit was a move away from the predominantly singular 
reading of art history - the lineal or chronologically framed display - to the multiple 
reading of art, the conceptual, thematic, style or issue based, articulated both visually 
and through related text' .12 
Fig 4.3 Installation shot from Your Collection Revealed 
Director, Doug Hall, commented on the unconventional nature of QAG's approach, 
remarking '(w)e are doing this in a way I think is markedly different to anybody else, 
although that's not to say we are infallible' .13 Reviewing Your Collection Revealed, 
Stephen Rainbird described the initiative as 'a bold move' and the institution's 
objectives as 'admirable, particularly in view of the relative size and quality of the 
collection ... It is the first time a major reassessment of this kind has been undertaken 
by the Gallery and it ... has been favourably received by what is now a sophisticated 
and discerning Brisbane public' .14 
In Your Collection Revealed the collection was presented in a number of ways and both 
Aboriginal and Asian art works were included within the conceptual framework. In 
II Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89, 12, Saines and Roberts, 'The 
Art Museum and the Conspiracy of Meaning,' 47-48. 
IZ Saines and Roberts, 'The Art Museum and the Conspiracy of Meaning,' 49. 
I3 Sybil Nolan, 'Gallery has no hang ups about showing its assets,' The Australian, 14 February 1989, 4. 
I4 Stephen Rainbird, 'The Queensland Art Gallery Collection: A dynamic new perspective,' Art and 
Australia 27, no. 3 (1990): 390. 
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displays of both Australian and international art, chronology and national boundaries 
were played down and while cultural origins were not denied they were subservient to 
the overall idea being communicated. Critic and writer Joanna Mendelssohn appraises 
some examples observing: 
Some of the conjunctions are wonderfully revealing. Hans Heysen hangs next to 
works by members of the Namatjira family. In the European section, a grouping 
of Clausen, Condor, Pissarro, Toulouse-Lautrec, Sickert and Degas is linked to 
Japanese prints with a discussion of light and colour and the structure of 
appearances. 15 
In this way, particular works were seen in relationship with others in an effort to present 
influences, affinities, contrasts and thematic juxtapositions. This enabled QAG's limited 
holdings of Aboriginal and Asian art to be presented on comparable terms with 
Australian and European works, and enabled them to be examined from varied 
perspectives. 
In one room, Nym Bunduk's Nakymal painting (c.1959-60) was presented as integral to 
a display of Australian art exploring 'ways in which the landscape has variously shaped 
our national identity' .16 The artist's 'totemic "map" of his country and beliefs' allowed a 
'comparison between the "mapping" of the country through landscape painting and 
ceramics' by artists such as Fred Williams, Joan Campbell, Marea Gazzard, Lina 
Bryans and John Olsen. As one of the aims of new installation was to present certain 
works 'in a way similar to that which the artist intended', the large painting on board by 
Banduk was displayed flat and low to the ground so its intention as a map of country 
was more readily revealed. 17 Working with the constraints of a small Indigenous 
collection, curators located works such as Hermannsburg watercolours, the AASEAL 
barks and others originating from Port Keats, within larger displays showcasing the 
Australian collection. Additional items were borrowed from museum collections to 
enhance diversity and inter-relationships. Margaret Preston's Aboriginal Still Life 
(1940), which drew inspiration from the colour and patterning in Aboriginal shields, 
15 Joanna Mendelssohn, 'Cultural attachment,' The Bulletin, May 26 1992, 106-7. 
16 Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89, 12. 
17 Bettina MacAulay, 'Gallery 11 Rehang,' (Brisbane: Queensland Art Gallery, 1989), 1, Queensland Art 
Gallery, 'Media Release. Your Collection Revealed: A New Perspective on the International and 
Contemporary Australian Collections,' (Queensland Art Gallery: Brisbane, 1989), 1. Bettina MacAulay, 
interview with the author, 29 Sept, 2003. According to MacAulay, who investigated anthropologist WE 
H Stanner' s research relating to this work, while working as a guide for Stanner who was surveying the 
Wadeye (Port Keats) area, Nym Bunduk offered to produce a map of his own country because he wanted 
Stanner to see it from his perspective. See also Susan Jenkins and Carly Lane, 'Aboriginal Art in Modern 
Worlds,' in Aboriginal Art in Modern Worlds, ed. National Gallery of Australia (Canberra: National 
Gallery of Australia, 2000), 7. 
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was juxtaposed with early 201h century shields on loan from the Queensland Museum. 
Other borrowed works included drawings by Aboriginal artists dating from the 1890s, 
message sticks, and a Momington Island headdress, all interspersed within narratives of 
Australian art. 18 
Several Indigenous works were also integrated within a display of recent Australian art 
located 'in less formal areas of the Gallery such as the foyer, sculpture court and the 
Water Mall', 19 reinforcing their status as expressions of contemporary Australian art. 
Bettina MacAulay, who was Curator of Australian Art at this time, recalls that during 
and after the re-hang Indigenous works were regularly located in more prominent 
positions towards the front of the gallery, in the foyer, and near the W atermall 
entrance.20 Rainbird observes that 'special focus is placed on works by Queensland, 
Aboriginal and Islander artists, acknowledging the importance assigned to these groups 
in the revised acquisition policy'. Noting that a 'feature of the presentation is the 
ongoing rotation of works,' he details the 'significant works' by Aboriginal artists on 
display as including paintings by Narpula Scobie Napurrula, Turkey Tolson Tjupurrula, 
and Trevor Nickolls, as well as a Tiwi burial pole by J P Kelantumana. Rainbird also 
provides a list of Queensland artists whose work was presented under the broad rubric 
of contemporary Australian art although no Indigenous artists from the state are 
mentioned.21 
A presentation of exclusively Indigenous works counter-balanced the integration of 
Aboriginal art within other sections. Comprised primarily of historical Queensland 
works, mainly on loan from museum collections, the display was located in a narrow 
ramp area leading from the upper galleries to the lower levels. It included a 'bonefish 
sculpture from Aurukun, far north Queensland ... barks, rainforest shields, carved mimi 
figure, drums from the Torres Strait ... and Two crocodiles (bark) by Yirawala' .22 
Although efforts were made to emphasise the displayed works with special lighting, the 
location of Queensland Indigenous art in this secondary space which was not designated 
. as a formal gallery did not contribute to a sense of the significance of the works. The 
18 MacAulay, interview, 29 Sept, 2003. The implications of Preston's references to, and 'borrowings' 
from Indigenous art are evaluated in Nicholas Thomas, Possessions: Indigenous Art/Colonial Culture 
(London: Thames and Hudson, 1999). 
19Rainbird, The Queensland Art Gallery Collection: A dynamic new perspective,' 392. 
20 MacAulay, interview, 29 Sept, 2003. 
21 Rainbird, The Queensland Art Gallery Collection: A dynamic new perspective,' 392. 
22 Queensland Art Gallery, Queensland Art Gallery Annual Report 1991-92, 9. 
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corridor location did afford some advantages though, as it allowed for the high 
placement of artworks avoiding the need to enclose them, museum-style, in glass cases 
while the ramp is a busy thoroughfare leading from the front galleries, thus ensuring 
that the presentation would be viewed by many visitors. 23 
Fig 4.4 Aboriginal artworks on display in the ramp gallery, highlighted with dramatic 
lighting and including a bonefish sculpture from Aurukun in the foreground. 
The movement of Aboriginal art into these varied spaces was part of the 'legitimisation' 
and, in some instances, demarginalisation of many of its forms of artistic expression. 
MacAulay explains the rationale underpinning aspects of the re-hang: 
I wanted people to find ... what they might not have been aware of, I wanted to 
show them that there was a lot more to ... Australian art than their ideas of what 
they knew and that Aboriginal art was part of Australian art. I mean Aborigines 
might not see it that way but to a white curator it was all part of Australian art, it 
was part of that whole, it was something that everybody needed to know about. 
So I was really trying to make that hang as diverse as I could while still having a 
really good-looking display, but I also wanted people to be challenged.24 
In its 'meaning making' the Gallery was showing that various manifestations of 
Indigenous art could be positioned amongst non-Indigenous works and considered as 
contemporary art. In addition, the positioning of a painting by urban-based artist Trevor 
Nickolls, amongst works from Central and Northern Australia gave a sense of the 
heterogeneous nature of Indigenous art. Nevertheless, while Aboriginal art was 
23 MacAulay, interview, 29 Sept, 2003. Other exhibition formats throughout the Gallery ranged from 
architecturally emphasising works to creating 'a sense of shifting architectural ambience and ... a more 
seamless ... integration of works'. Saines and Roberts, The Art Museum and the Conspiracy of Meaning,' 
49. 
24 MacAulay interview, 29 Sept, 2003. 
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incorporated into displays of Australian art, the only presentation exclusively featuring 
Indigenous work was located in an unconventional and somewhat marginal space and 
mainly comprised of borrowed works. The revised installation revealed that QAG's 
holdings of Aboriginal art needed to be developed and expanded, while the limited 
presence of 'significant works' by contemporary Queensland Indigenous artists suggests 
that the stated policy to profile such work was yet to be implemented in a substantial 
way. 
Changing contexts for the presentation of Aboriginal art 
The Gallery's reorganisation of its permanent collection demonstrated an understanding 
that relationships and display strategies can contribute to meanings surrounding a work 
or group of works. This was significant for both Aboriginal and Asian art as differing 
art forms were presented in multiple contexts rather than being separated into cultural or 
historical enclaves. In surveying the positioning of Aboriginal art in gallery spaces at 
this time, however, Indigenous artist Lin Onus observed that messages of 
marginalisation were often being conveyed by the physical location of Aboriginal art, 
while outdated notions of 'authenticity' were frequently informing the type of work 
represented. Onus remarks: 
The effect of the anthropological hangover ... [an] obsession with cultural purity, 
in which it is obvious that people in the bush are the real people, and the half-
castes become an inferior cultural remnant ... can still be seen in some major 
galleries today. A few galleries still appear to hold the view that the public 
should only see pure Aboriginal art and are quite dismissive of recent Aboriginal 
artistic movements and expression. At the same time some major galleries seem 
to view Aboriginal art as an appendage or an afterthought. Displays in corridors, 
hallways and basements do little to enhance the art forms. 25 
Consequently, while simply being in the gallery space itself was important, being 
included as contemporary art, being seen as heterogeneous and being prominently 
located were additional significant factors in shifting perceptions of various forms of 
Aboriginal cultural production. 
Other institutions were also addressing such issues through decisions concerning 
collection and display. It has been noted in Chapter two that in 1980, when the AGSA 
25 Lin Onus, 'Language and lasers,' The land, the city - The emergence of urban Aboriginal art, Art 
Monthly Australia supplement (1990): 19. 
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purchased Clifford Possum Tjapaltjari's Man's Love Story (1978), it was displayed 
amongst other contemporary Australian works in the permanent collection - an 
innovative move at the time. Over a decade later, Susan Cochrane praised the AGSA for 
its 'commendable policy of always having Aboriginal art on display, not restricted to an 
exclusively Aboriginal area'. 26 In 1990 that institution undertook a major re-hang of its 
Australian collection. Like QAG, the AGSA presented a variety of media in its 
reorganised spaces, but in the latter's case thematic organisation was not emphasised as 
rooms were arranged in order to create an historical atmosphere pertinent to the various 
chronologically represented schools and periods.27 
Fig 4.5 Display of the Indigenous collection at the AGNSW in 1984. 
The AGNSW had been influential in displaying Indigenous art in the 1950s and 1960s, 
as I have indicated in Chapter two, but collecting in this area was neglected by the 
instituion in the 1970s although 'the entire collection of "primitive" art from northern 
Australia', including the Pukumani grave posts commissioned by the Gallery in the 
1950s, was exhibited to coincide with the Sydney Opera House opening celebrations in 
26 Susan Cochrane Simons, 'Art and social justice,' Art Monthly Australia, no. 51 (1992): 15. 
27 Timothy Morrell, 'New Views, Art Gallery of South Australia,' Art and Australia 27, no. 4 (1990): 561-
62. Reviewing the new installation, Tim Morrell comments on ways in which Australia's historical 
cultural interactions with Asia and elsewhere were revealed in the displays through the inclusion, for 
example, of 'the japonaiserie of Mortimer Menpes' and 'a bone-inlaid Chinese armchair' , but Morrell 
makes no mention of the integration of Aboriginal art in contemporary or historical presentations of the 
permanent collection. 
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1973.28 Until the late 1980s works from the AGNSW's Aboriginal art collection 
continued to be displayed, along with art from Melanesia, in the 'Tribal Galleries' in a 
dark, downstairs space. This enclosed area with walls and tiled floor coloured a deep 
brown gave the viewer a sense of entering a mysterious and exotic cavern, far removed 
in space and time from the well-lit, airy galleries above. Individual or groups of objects 
were heavily spot-lit so they emerged dramatically from the gloom. The grave posts 
were located in a dominant position at one of the gallery entrances but many of the other 
groupings appeared cluttered in the cramped, shadowy space. Aboriginal art was not 
only presented in this context at the AGNSW, however, as evidenced by inclusions of 
Indigenous art in Sydney Biennales from 1979 onwards, and the selection of works by 
Papunya Tula artists in Australian Perspecta 1981. 29 In 1988 the AGNSW opened a 
refurbished and expanded space for its Aboriginal and Melanesian collections and 
incorporated a more diverse range of work. The lower gallery, for example, featured 
'largely contemporary pieces' including 'works of urban Aboriginal artists Fiona Foley 
and Jeffrey Samuels' .30 
As a 'latecomer amongst Australia's public art galleries', the NGA did not strictly 
adhere to 'nostalgically regarded patterns of presentation' but adopted various display 
philosophies.31 When the Gallery opened in 1982, Australian art was laid out 'in its full 
range of media and cultures', with a largely chronological presentation of works in 
different media including examples of work by both Indigenous and non-Indigenous 
practitioners.32 Although QAG differed by emphasising thematic display, some of its 
strategies in Your Collection Revealed were employed by the NGA several years earlier. 
Andrew Sayers notes that the NGA's inaugural Australian art display included: 
·Aboriginal bark paintings at various points alongside contemporaneous works of 
the Edwardian period, for example, and adjacent to the modernist works of 
28 Margo Neale, Yiribana: An introduction to the Aboriginal and Torres Strait Islander Collection, The 
Art Gallery of New South Wales (Sydney: The Art Gallery of New South Wales, 1994), 15. 
29 Portrait of a Gallery also reveals an image of an exhibition of works on paper in which works by 
Indigenous artists from Arnhem Land are integrated within the display. Art Gallery of New South Wales, 
Portrait of a Gallery (Sydney: Trustees of the AGNSW, 1984 ), 114. 
30 Art Gallery of New South Wales, Art Gallery of New South Wales Annual Report 1988 (Sydney: The 
Art Gallery of New South Wales, 1988), 11. 
31 Andrew Sayers, 'No Mere Container: The Collection Display in the National Gallery of Australia,' in 
Building the Collection, ed. Pauline Green (Canberra: National Gallery of Australia, 2003), 119. 
32 Daniel Thomas, 'Australian art,' Art and Australia 20, no. 1 (1982): 63. Daniel Thomas, Senior Curator 
of Australian Art devised this display philosophy for the Australian galleries. Thomas indicates that many 
of his ideas were influenced by strategies he saw employed in American galleries. 
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Margaret Preston in which the artist employed palette and compositional devices 
derived from Aboriginal bark paintings.33 
Examples of Aboriginal art could also be found in the NGA's 'Primitive art' galleries as 
well as in the institution's introductory gallery. In the latter space outstanding artworks 
from throughout the world were presented in a gallery devoted to 'masterworks'. 34 
These varied classifications of Indigenous art at the NGA as 'Australian', 'Primitive' 
and 'World Art' highlight the uncertain and sometimes problematic placement of 
Aboriginal art within art museum taxonomies. 
The power of display 
The display of an artwork and the discourses surrounding this display are significant 
factors in the production of its meaning and legitimacy, both within the space of the 
gallery and, more broadly, the artworld.35 In art museums the practice of display is 
underpinned by systems of classification which identify conceptual groupings and 
establish 'complex relationships to distinguish one from another' ,36 with clustering 
based on common features or difference from others. These categorisations which are 
informed by disciplinary knowledge as well as social and cultural understandings, shift 
with cultural differences and over time. 37 Classifications are a form of legitimising and 
while they may appear as a 'natural' and objective form of sense-making for an 
audience, particular groupings can reflect underlying values and power structures. 
The increasing prominence of Aboriginal art posed a challenge to QAG and other 
institutions as they considered how to present such work within existing classificatory 
33 Sayers, 'No Mere Container: The Collection Display in the National Gallery of Australia,' 121. 
34 At the NGA the Primitive Art grouping included the arts of Aboriginal Australia, Oceania, Black 
Africa and Pre-Columbian America. The NGA's original acquisition philosophy was to seek quality 
rather than quantity in international acquisitions and to develop a collection of 'masterworks'. The 
inaugural masterworks display included Aboriginal art alongside Indonesian textiles and paintings by 
Rubens, Tintoretto and Australian artist Fred Williams. Sayers cites a review of the original collection 
display by Patrick McCaughey who remarked that 'the unsentimental prominence given to Indigenous art 
throughout the Gallery', was a 'masterstroke' and added that 'Virtually the first work one sees inside the 
gallery is an Aboriginal bark painting'. [George Garawun's Freshwater Fish (c.1979)). Patrick 
Mccaughey, National Times, 1 October 1982. 
35 See Pierre Bourdieu, The Field of Cultural Production, ed. Randal Johnson, 2000 ed. (Cambridge: 
Polity Press, 1993), 110. 
36 Stuart Hall, 'The Work of Representation,' in Representation: Cultural Representations and Signifying 
Practices, ed. Stuart Hall (London: Sage Publications, 1997), 17. 
37 Pierre Bourdieu, Alain Darbel, and Dominique Schnapper, The love of art: European art museums and 
their public, trans. C Beattie and N Merrium (Cambridge: Polity Press, 1991), 41. 
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systems. In Your Collection Revealed, the Gallery's emphasis on relationships between 
works was not only of a way of dealing with limits to its collection but was also an 
effective means of addressing the presentation of art from differing cultures, by 
providing an alternative to the dichotomy of display through either 'absorption' into the 
dominant culture, or cultural 'ghettoisation'. Ivan Karp examines this dilemma, arguing 
that non-Western art has typically been represented through organising principles of 
'assimilating' or 'exoticizing'. The former entails exhibiting artwork on the basis of a 
universal aesthetic, overlooking cultural specificities or relevant social, political 
contexts and utilising visual affinities as an organising principle. In contrast, exhibition 
through difference highlights cultural particularities but risks exoticising, essentialising 
and potentially detracting attention from the work through an abundance of contextual 
detail.38 
This simplistic binary, however, presents a number of problems.39 Assimilation, for 
example, implies that one cultural representation is absorbed or subsumed by the other, 
while the model leaves no room for the complexities of co-existing or multiple 
differences. It is difficult to apply it to cases of diasporic artists such as a Chinese-
Malay-Australian artist, or in the representation of identity as strategic or flexible. 
Tracey Moffatt, for example, has specifically chosen not to be 'labelled' as an 
Indigenous artist but agreed to be included in the exhibition Aboriginal Art in Modern 
Worlds in 2000.40 Equally problematic are cross-cultural collaborations such as those 
between Tim Johnson and Clifford Possum Tjapaltjarri. Aboriginal art has contributed 
to the disruption of classificatory divisions. As Howard Morphy observes: 
The apparent paradoxes arise because Wes tern art history creates pigeon holes. 
It tends to allocate individual works to single art-historical spaces, failing to 
recognise the fuzzy nature of the boundaries between stylistic categories and the 
multiplicity of influences on a particular artist's work. The solution forced by 
the nature of contemporary Aboriginal art was the recognition both of its plural 
nature and of the consequences of this plurality for Western art-historical 
theory.41 
38 Ivan Karp, 'Other Cultures in Museum Perspective,' in Exhibiting Cultures: The Poetics and Politics of 
Museum Display, eds. Ivan Karp and Steven D. Lavine (Washington & London: Smithsonian Institution 
Press, 1991 ), 373-85. 
39 Karp does not state that these are the only organising principles but suggests that they are the 
predominant strategies utilised to 'produce the imagery of the "other'". 
40 Aboriginal Art in Modern Worlds was developed by the NGA and included The Aboriginal Memorial 
(1988). The exhibition toured in Europe from 1999 and was exhibited at the NGA from 8 September to 19 
November 2000. 
41 Howard Morphy, 'Seeing Aboriginal Art in the Gallery,' Humanities Research: Museums of the Future/ 
The Future of Museums VIII, no. 1 (2001): 48. 
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The presentation strategies in Your Collection Revealed conveyed something of this 
'plural nature' of Indigenous art, as well as suggesting curators' participation in 
structuring specific relationships. In deviating from a dominant display paradigm it was 
necessary for curators to disclose their input, through the detailed contextual labels and 
panels accompanying the displays. These provided a rationale for particular selections 
or combinations of works, and in this sense the presence of a curator making certain 
choices and constructing relationships was more overt than in a presentation of works 
that would typically appear as seemingly 'naturally' ordered by nation or movement. In 
a discussion of the re-hang Saines and Roberts propose that 'there is no such thing as a 
"neutral" juxtaposition of a work of art' within a space and so the art museum should 
provide 'a horizon of possibilities', allowing visitors to be 'collaborator[s] in the 
. f . '42 construction o meanmg . 
This viewpoint, revealing the influence of post-structuralist and educational theories, 
argues for the power of the viewer to impose personal meaning on a work. It contrasts 
with traditional art museum methods in which the 'institutional voice' is presented as 
the prime authority in the articulation of definitive and autonomous meanings of works 
on display. While individuals certainly bring personal perspectives to a gallery 
experience, this does not eradicate the ability of curators to create or guide 
interpretations and so to affect meaning. 43 In addition, the repeated representation of 
particular works in certain combinations, locations or display formats establishes 
conventions or signifying practices that reinforce particular meanings that are culturally 
understood. The shift in display methodologies at QAG was a significant process which 
involved contributing to more complex understandings of Indigenous art, and 
acknowledging that meanings can be made and remade within a gallery environment. 
Your Collection Revealed provided a context through which various forms of 
Indigenous art could be integrated within collection displays in a manner that enhanced 
awareness of Aboriginal art practice and contributed to its increasing prominence in the 
institution. At the same time, alongside this absorption into the artworld with its 
primarily Western perspectives, was the concurrent need for the Gallery to acknowledge 
42 Saines and Roberts, 'The Art Museum and the Conspiracy of Meaning,' 47. 
43 Donald Horne proposes that his ideal museum would include curatorial explanations that would be 
signed, revealing that they were constructed by an individual(s) and put together for particular reasons 
Horne, 'Coming Out of the Culture Bunker,' 5. 
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cultural specificities in the meaning and representation of Indigenous art. Achieving 
cultural and artistic equality in status is not the equivalent of presenting pluralism and 
differing cultural perspectives.44 Consequently, balancing all these positions was always 
going to be a complex, ongoing and negotiated process. The development and 
presentation of the exhibition Balance 1990 provided an opportunity for QAG to further 
address the representation of Indigenous art within the Gallery and to incorporate 
Indigenous perspectives in the process. 
Balance 
Although QAG had determined to develop its limited holdings of Indigenous art into a 
significant profile collection, prior to 1990 there had been few temporary exhibitions of 
Aboriginal art at the institution. Mandjad or Balance 1990: Views, Visions, Influences, 
an exhibition investigating shared influences between Indigenous and non-Indigenous 
Australian artists which opened at the Gallery on 22 February 1990, provided a context 
for negotiating cross-cultural exhibition processes and enabled the institution to 
substantially expand its Indigenous art collection. Originally titled Balance 88: Two 
Views One Vision, the exhibition was initially conceived as an equal representation of 
traditional, urban and non-Aboriginal work and intended for display in 1988 as a 
counterpoint to 'mainstream ideas' concerning the Australian Bicentennial. Instead, the 
project came to fruition after a complex collaborative process as a much larger project 
addressing a range of pertinent issues.45 
44 Further aspects of pluralism in curatorship are examined in Ian Bum, 'Artists, Objects, Museums,' in 
Extending Parameters: Galleries and Communities, eds. Australia Council and Queensland Art Gallery 
(Redfern, NSW: Australia Council, 1990), 11-28, Sally Butler, 'Multiple Views: Pluralism as Curatorial 
Perspective,' Australian and New Zealand Journal of Art 4, no. 1 (2003): 30-1. 
45 Michael Eather, interview with the author, Brisbane, 4 Feb, 2004. Michael Eather, 'Balance Stories,' 
Artlink 10, no. 1 & 2 (Autumn/Winter 1990): 73. An interesting comparison can be made between 
Balance and an exhibition held in 1941 at Sydney's David Jones department store, which included 
'Aboriginal art works, Western artifacts influenced by Aboriginal design and Western art works depicting 
Aboriginal themes.' High art and low art items were interspersed, acquisitions were made in the field and 
a consultative process was undertaken, but with anthropologists rather than Indigenous producers. Both 
exhibitions included a re-creation of a domestic interior incorporating Aboriginal artefacts and motifs. 
The influences examined in the David Jones exhibition were fairly uni-directional though. For example, 
the paintings of Albert Namatjira which would have reflected a reverse trend were not included, as his 
adaptation of European traditions saw his art negatively labelled as derivative by some critics. See Ian 
Burn, 'Namatjira's White Mask,' in The Heritage of Namatjra: The Watercolourists of Central Australia, 
eds. Jane Hardy, JV S Megaw, and M Ruth Megaw (Port Melbourne: William Heinemann Australia, 
1992), 261, Philip Jones, 'Perceptions of Aboriginal Art: A History,' in Dreamings: The Art of Aboriginal 
Australia, ed. Peter Sutton (Ringwood, Victoria: Viking, 1988), 170. 
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Balance sought to investigate shared influences, opinions, aesthetics, resources and 
exchanges between Indigenous and non-Indigenous artists. The exhibition's curatorial 
rationale was founded on an assumption of the legitimacy and value of diverse forms of 
Aboriginal art practice. It included equal representations of 'traditional' and 'urban' 
works and incorporated craft, tourist art, community-based art and collaborative works. 
The project was significant because of its consideration of Aboriginal processes and 
protocols in the exhibition's development. Michael Bather and Marlene Hall acted as 
consultant co-ordinators and although they were neither Gallery staff members nor 
Aboriginal, they possessed strong connections with Indigenous communities. The pair 
worked together with 'a Balance Advisory Team including local Brisbane Murris [who] 
steered the development of the exhibition in conjunction with gallery staff' .46 
Fig 4.6 The Balance curatorial advisory team: Michael Eather, Marlene Hall, Lance O'Chin and 
Marshall Bell with Bell's work, Lounge Room Painting (1989) in the background. 
Although the exhibition was concerned with common influences, consultation and 
collaboration with Indigenous communities soon revealed that bringing together a 
diversity of practitioners would not necessarily lead to a consensus in perspectives, as 
Bather explains: 
Two alternative opinions on Australia's most obvious cultural exchange -
Aboriginal and non-Aboriginal - was the original conception of Balance ... 
46 Queensland Art Gallery, Queensland Art Gallery Annual Report 1988-89, 14. Both Eather and Hall had 
Aboriginal spouses. They identify themselves as project co-ordinators rather than curators in the 
exhibition catalogue, emphasising the collaborative nature of the exhibition and its formation. In an 
interview with the author on 4 Feb, 2004, Eather recalled that there was both approval and opposition to 
his major role in the project (as he is non-Aboriginal, but with Aboriginal children), but that the support 
of Indigenous artist and activist Lin Onus from an early stage was important for the project. Eather went 
on to start the Fireworks Gallery and was a co-founder of the Campfire group. 
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Beginning by artists just sitting and talking, it became obvious there were more 
than just two viewpoints ... [The Queensland Art Gallery] had then only vague 
policies on collecting and promoting Aboriginal Art, and the theme of Balance, 
people coming together to share ideas and direction, seemed a good way to give 
attention to these problems. A Balance is not an easy thing to achieve. Many 
people at first felt awkward about embracing the ideas of the two cultures and its 
mixes ... Certainly the diversity of art being produced in the country indicated 
that a container needed to be established, so that 'each' could be looked at with 
and against 'the others'. The real challenge was not the art, but the people 
involved.47 
A challenge of this nature was new for the institution as Balance was the first major 
Aboriginal art exhibition curated within the Gallery and the first to consult with 
Indigenous stakeholders in such an extensive manner.48 Consultation was not a 
universal process in art museums at the time, so Indigenous artist Lin Onus 
acknowledged QAG and others for their initiatives in this area when he remarked that 
the 'lead taken by the Australian National Gallery and the Art Galleries of South 
Australia and Queensland in developing meaningful dialogue and programmes is a 
process that is much welcomed by the [Indigenous] community' .49 
Balance evolved into a project in which negotiation, consultation and process were 
fundamental to the exhibition's realisation. Because 'the last thing wanted by Murris 
was "another blackfella show run by whitefellas'", several forums were held and 
Balance Advisory Team members were elected from the local Indigenous community. 
An 18 month period of research and field acquisitions ensued, with team members 
travelling throughout Australia to urban, regional and remote areas. Bather argues that 
both this extensive procedure and the 'balance' of Indigenous and non-Indigenous team 
members were essential because: 
By going into the field, the team were able to get to the heart of the issues 
involved, broaden the range of artists and works included, and gain the respect 
and support of the communities, artists and organisations most affected by the 
issues inherent in the exhibition ... The importance of having both Aboriginal 
and white Australians in the group became increasingly apparent - while 
Michael and Marlene introduced Lance [O'Chin] into the white Australian fine 
art establishments, Lance provided them with access into Aboriginal 
communities. 50 
47 Eather, 'Balance Stories,' 73. 
48 The Gallery's previous exhibition of Indigenous art, The Inspired Dream, held in 1988, was 
commissioned by QAG but had been curated by Margie West from MAGNT and drew from that 
institution's collection. QAG undertook some consultation with local Murris on the nature of exhibition-
related events and opening activities at that event but this was developed much further in Balance. 
49 Onus, 'Language and lasers,' 19. 
50 Eather, 'Balance Stories,' 73. 
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The resulting exhibition aimed to demonstrate 'how Aboriginal art is affecting white 
Australian artists and vice versa, how contemporary means and methods are affecting 
Aboriginal artists' .51 In their exhibition catalogue essay, Eather and Hall propose that 
this communication of both shared and differing perspectives is 'about the breaking 
down of barriers'. The 'shared influences' the curators sought to illuminate ranged from 
those 'of a direct and physical nature, incorporating a shared knowledge of materials 
and methods', to the more contentious area of cultural exchanges and appropriations 'in 
the areas of content and imagery'. 52 Balance included 120 works by artists from both 
remote communities and urban centres. The display interspersed Indigenous and non-
Indigenous works, included a number of collaborative pieces, and challenged art/craft 
categorisations with its inclusions of objects created for various contexts and purposes. 
This diverse collection was grouped around four major themes. 'Creation Stories and 
Concepts of Belief' presented varied interpretations of existence as 'a point of departure 
on common ground' while 'Regional Views' focused on 'a sense of place or 
displacement' and 'the pressures of identity in relation to physical and emotional 
geography'. Some of the 'tensions faced within the clash of cultures' such as land 
rights, deaths in custody, conservation, and appropriation were addressed in 'Survival 
Issues'. The fourth grouping 'The Domestic Arena' presented works that would most 
likely 'make their way ... into the private/domestic arena' and included works created 
for Indigenous and non-Indigenous consumers, including the tourist market.53 
Incorporating Indigenous perspectives 
Many contentious issues were addressed in Balance and a number of these can be 
extrapolated to highlight the complexities of presenting Indigenous art within public art 
institutions. As Aboriginal art continued to increase in prominence in art museums, the 
power to choose and display those expressions designated as worthy of inclusion in the 
institutional space rested firmly in the hands of the predominantly non-Indigenous 
curators who consciously or unconsciously applied their own cultural knowledge and 
aesthetic preferences in the decision-making processes. While QAG had considered 
51 Ibid. 
52 Michael Eather and Marlene Hall, 'Introduction,' in Balance I990: Views, Visions, Influences, ed. 
Queensland Art Gallery (Brisbane: Queensland Art Gallery, 1990), 8. 
53 Queensland Art Gallery, Balance I990: Views, Visions, Influences (Brisbane: Queensland Art Gallery, 
1990), 14,26,44,64. 
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employing a curator of Indigenous Australian Art, this did not eventuate until 1995, so 
by developing an extensive process of consultation and employing an advisory team, 
Balance was attempting to acknowledge Indigenous perspectives. The nature of 
consultation is complex but can be even more problematic in an exhibition with such a 
broad scope in which various individuals and communities are included. In spite of 
efforts to incorporate diverse opinions, Balance was criticised for the extent of 
Indigenous involvement which was seen by some as limited and unbalanced.54 
Issues of consultation and related matters were raised at Extending Parameters: 
galleries and communities, a conference held at QAG while Balance was on display. 
One major debate centred on the transfer of Indigenous art into an institutional 
framework. Concerns were expressed that the 'high museum quality' presentation left 
much of the work 'isolated from its cultural context, ' 55 only to be relocated in a space 
where 'a whole new set of values, roles and criteria are being applied which are quite 
alien to our own arts practices.'56 There was apprehension that the 'museum effect' 
would affect meanings conveyed, as Indigenous works were absorbed into the 
universalising aesthetic of an art institution. On this phenomena, Karp comments: 
The museum effect is clearly a force that is independent of the objects 
themselves. The mode of installation, the subtle messages communicated 
through design, arrangement and assemblage can either aid or impede our 
understanding ... The consequences of putting objects into even the Spartan 
context of the art gallery makes the museum effect into an apparatus of power. If 
it can aid or impede our understanding of what artists intend and how art means, 
then its subtle messages can serve masters other than the aesthetic and cultural 
interests of the producers and appreciators of art. 57 
As Louise Dauth points out, although the 'museum effect' can potentially impoverish 
such work, the presentation of Indigenous art in a state gallery can contribute to the 
status and legitimisation of the work, the artists, and the issues they are 
54 Louise Dauth, 'Balance 1990,' Artlink 10, no. 1 & 2 (Autumn/Winter 1990), Eather, 'Balance Stories.' 
55 Dauth, 'Balance 1990,' 74. 
56 Henrietta Fourmile, 'The Case for Independent but Complementary Aboriginal Cultural Institutions,' in 
Extending Parameters: Galleries and Communities, eds. Australia Council and Queensland Art Gallery 
(Redfern, NSW: Australia Council, 1990), 37. Fourmile adds to this argument by advocating the 
development of independent but complementary Aboriginal cultural institutions. 
57 Ivan Karp, 'Cultures and Representation,' in Exhibiting Cultures: The Poetics and Politics of Museum 
Display, eds. Ivan Karp and Steven D Lavine (Washington & London: Smithsonian Institution Press, 
1991), 13-14. The 'museum effect' is also discussed by Svetlana Alpers in the same volume. Svetlana 
Alpers, 'The Museum as a Way of Seeing,' in Exhibiting Cultures: The Poetics and Politics of Museum 
Display, eds. Ivan Karp and Stephen D Lavine (Washington & London: Smithsonian Institution Press, 
1991). 
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communicating. 58 While there are benefits in drawing on established curatorial expertise 
and inclusion in major art institutions, there is still the question as to what degree 
Aboriginal people are included in these processes and are able to counter the 
'institutional voice' by communicating Indigenous values and practices through the 
display of their art. These concerns show that there is a need to consider plural 
perspectives in the selection and presentation work from differing cultures. 
In a practical sense this is not always easy in an exhibition encompassing a diverse 
range of Indigenous art practice, as varying viewpoints exist. A smaller more cohesive 
show would lend itself more readily to such procedures, but nevertheless, there are 
common cultural practices such as an Indigenous 'welcoming to country' which the 
Gallery was able to adopt for Balance. Eather remarks that the resolution of differing 
points of view involved negotiation and acknowledgement 'that there was an Aboriginal 
protocol out there and that there was an institutional, museum/gallery protocol and each 
had to sit down and listen to each other' .59 Although the balance in power relations 
inevitably rests with the institution which has the final say in the decision-making, the 
cross-cultural curatorium set up by Balance and the extensive processes of negotiation 
provided a useful model for QAG in subsequent exhibition practices. 
Where there is mutual communication there is greater opportunity for the exhibition 
space to be a more effective field for the production of knowledge about Indigenous 
culture. Roger Benjamin argues for the agency of Indigenous artists in the production 
and circulation of their work and posits that the movement of cultural expressions into 
various contexts, including art institutions, does not necessarily represent a form of 
disempowerment. Instead, he suggests that, instead, it can educate about, and validate 
Indigenous culture with the resulting knowledge and respect 'justifiably seen as 
working to further black political aims' .60 Marcia Langton also asserts Indigenous 
agency as Aboriginal cultural production increases in prominence. She asks: 
58 Dauth, 'Balance 1990,' 75. 
59 Eather interview with the author, 4 Feb, 2004. 
60 Roger Benjamin, 'Aboriginal Art: Exploitation or Empowerment?' Art in America 78, no. 7 (July 1990): 
75. These comments are made partly in response to an article by Fry and Willis who argue that: 'the non-
Aboriginal relation to Aboriginal culture remains bound by an ethnocentric model. Western culture has 
invented a cultural difference: Aboriginal people are spoken about and spoken for with the din of white 
voices drowning out any possibility for an Aboriginal presentation of their cultures on their own terms'. 
Tony Fry and Anne-Marie Willis, 'Aboriginal Art: Symptom or Success,' Art in America 77, no. 7 (July 
1989): 115. 
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So does the ready acceptance of Aboriginal art ... indicate that non-Aboriginal 
people are beginning to see what we see? Or is there a grand appropriation, a 
consumption of the 'primitive'? I think it is naive and racist to view the 
acceptance and popularity of Aboriginal art as simply hegemonic appropriation. 
This view accords no intention to the Aboriginal artists and musicians, despite 
the many interviews with the individuals, such as Mandawuy Yunupingu, 
Tracey Moffatt, Michael Nelson Jakamarra, Johnnie Bulun Bulun, Jimmie Pike 
and many others who make explicit the project of communicating with others 
their own view of the world. To theorise that their works have been appropriated 
in some deterministic way is to fail to see and locate their power. They have 
changed the way non-Aboriginal people think about things.61 
As Langton notes, a number of Indigenous artists have confirmed this view, 
acknowledging exhibition processes and associated performances as being important in 
the communication of Aboriginal knowledge and perspectives. Speaking at the 1986 
Sydney Biennale, Walpiri artist Michael Nelson Tjakamarra observed: 
White people don't fully appreciate these dreamings that we paint. These 
dreamings are part of this country that we all live in. Europeans don't 
understand this sacred ground and the law ... We've been trying to explain it to 
them, to explain what it means to us. For the sake of all Australians, we try to 
show them that this is our land ... But white people don't even recognize our 
h. f. 62 owners Ip o It. 
Michael Nelson's statements demonstrate that he sees his paintings as performing 
multiple functions, including inscribing cultural beliefs and asserting land rights. Their 
circulation in contexts such as art museums is thus important in communicating these 
messages. The field of cultural production can function as a zone in which mutual 
legitimising practices occur as Aboriginal artists receive recognition within the 
artworld, and public galleries acknowledge Indigenous practices and values within the 
institutional sphere. The ongoing validation of Indigenous art within public art 
institutions is not necessarily a unilateral activity and integral to this has been an 
increasing consideration of Aboriginal cultural perspectives within the gallery context. 
In the case of Balance, the consultation process did have an impact on selections and 
contributed to an exhibition that disrupted both Indigenous and non-Indigenous 
sensibilities. Bather and Hall explain that 'from a shared perspective, some of the works 
in this exhibition may appear difficult to comprehend, or seem aesthetically unpleasing, 
61 Marcia Langton, 'The Two Women looked back over their shoulders and lamented leaving their 
country: Detached comment (recent urban art) and symbolic narrative (traditional art),' Art Monthly 
Australia. Supplement. Aboriginal Art in the Public Eye, no. 56 (December-February 1992-93): 9. 
62 Michael Nelson Tjakamarra quoted in Sandy Nairne, Geoff Dunlop, and John Wyver, State of the Art 
(London: Chatto and Windus, 1987), 221. 
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yet we must acknowledge that these works have relevance for particular 
communities' .63 In this way they were acknowledging the validity of particular 
Indigenous viewpoints and positioning them alongside a 'museum aesthetic' 
representing another way of seeing. Reviewing the exhibition, John McDonald 
comments: 
They [the curators] have devoted unusual attention to making this a democratic 
exhibition, including many works that urban or tribal groups specifically wanted 
to see, such as a conventional bush watercolour by Harold Thomas, who is better 
known as the designer of the Aboriginal flag. In such cases one feels that the 
usual curatorial criteria have been relaxed, the show's main emphasis being 
people, not art. 64 
At the same time, efforts to address directly problematic issues such as appropriation 
brought objections by some Aborigines to inclusions of work by non-Indigenous artists 
Imants Tillers and Tim Johnson, both of whom have employed Indigenous imagery for 
varying reasons. Eather and Hall note that although 'controversies inevitably appear' 
Aboriginal and non-Aboriginal works were 'intentionally placed together to broaden the 
viewpoint of each group'. 65 Works by Tillers and Johnson, for example, were positioned 
near a display examining the unauthorised use of John Bulun Bulun's artwork for a 
commercial T-shirt design. The proximate location of these various 'borrowings' of 
Indigenous imagery allowed visitors to consider some of the complex perspectives on 
this issue, although in this instance, as Louise Dauth points out, the curators' decision 
not to label artists as indigenous and non-indigenous meant that the relationship 
between the works as varying forms of appropriation was less meaningful. 66 
63 Eather and Hall, 'Introduction,' 11.. 
Fig 4.7 Flash Screenprints, T-Shirt, 
1988 (left) and John Bulun-Bulun, 
Sacred Waterhole (1980), ochres on 
stringy-bark, 90x70 cm. 
64 John McDonald, 'Purity calls may be paternalistic,' Sydney Morning Herald, 10 March 1990, 79. 
65 Eather and Hall, 'Introduction,' 10. 
66 Dauth, 'Balance 1990,' 75. 
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A consideration of Aboriginal viewpoints was further evidenced in the addition of the 
themed section, 'The Domestic Arena', which addressed the social context of art 
making and reflected a domain in which Indigenous work moved more readily into non-
Indigenous spaces. This grouping consisted of work of a 'domestic' nature, including 
'craft' and objects that could reside in both the zones of artistic and tourist production 
described in James Clifford's 'art-culture system' .67 Although critics labelled some of 
the selections as 'na!ve/amateur' and 'kitsch', 68 Eather and Hall stress the significance 
of 'The Domestic Arena' because it alluded to social and political circumstances of 
production and 'raises the issue of displaced cultures' .69 For many Indigenous people, 
including Queensland Murris, the production of tourist and domestic items has been a 
means of connecting with Indigenous culture as well as a form of economic survival. 
Fig 4.8 Installation shot from 'The Domestic Arena' section in Balance. 
Sylvia Kleinert has addressed this topic through an analysis of specific Indigenous 
histories, demonstrating how cultural continuity and the assertion of Aboriginal identity 
has been articulated through artistic production that would typically be classified as 
craft or tourist art. 70 Kleinert names a number of renowned 'urban' Aboriginal artists 
67 James Clifford, The Predicament of Culture: Twentieth-Century Ethnography, Literature and Art 
(Cambridge: Harvard University Press, 1988). 
68 See, for example, Michele Heimrich, 'Brisbane's Curatorial Glasnost: (The Post Cold War Mix),' 
Agenda: Contemporary Art, no. 10 (March 1990), McDonald, 'Purity calls may be paternalistic.', George 
Petelin, 'A quantum shift in cultural balance,' The Australian, 24 April 1990. 
69 Queensland Art Gallery, Balance 1990: Views, Visions, Influences, 64. 
70 Sylvia Kleinert, 111 Jacky Jacky Was a Smart Young Fella. 11 A study of art and Aboriginality in Southeast 
Australia 1900-1980' (Unpublished PhD thesis, Australian National University, 1994). For a discussion of 
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whose early 'involvement with the production of tourist souvenirs ... contributed to a 
strong and abiding sense of cultural identity' that enabled 'survival' in an environment 
of discrimination and displacement.71 The inclusion of this section which did not easily 
fit within a Western art historical schema, revealed contrasting 'regimes of value' 
concerning the status and nature of the selected objects,72 but also pointed to a social 
history of Aboriginal art. Thus, George Petelin comments that '(i)n this context ... 
kitsch is possibly more poignant than a masterpiece advantaged by unbroken continuity 
with one culture and another' .73 Consequently, several items in the display such as Lucy 
Coolwell's Painted Rum Bottles (1988-89) were subsequently acquired by the Gallery. 
Fig 4.8 Lucy Coolwell, Painted Rum Bottles (1988-89), enamel house paint on glass, various sizes 
Critical reviews of Balance included both praise for the democratic nature of selections 
and disruptions of classificatory schema, as well as criticism of the patchy quality, lack 
of cohesion, limited contextual information, and insufficient critical analysis in the 
accompanying catalogue of the complex issues raised by the exhibition.74 Petelin 
remarks on how the exhibition situated itself in a hybrid zone, observing: 
the influence of the tourist industry on artistic production in areas of Queensland see Sallie S Anderson, 
'The Aboriginal Art Industry in Cairns, Queensland: an Ethnographic Study' (Unpublished PhD thesis, 
Australian National University, 2001), Sally Butler, 'Cape York's time in motion,' in Story Place: 
Indigenous Art of Cape York and the Rainforest, ed. Ian Were (South Brisbane: Queensland Art Gallery, 
2003). 
71 Sylvia Kleinert, 'Writing Craft I Writing History,' Humanities Research, no. 1 (2000): 93-4. 
72 Arjun Appadurai, 'Introduction: Commodities and the Politics of Value,' in The Social Life of Things: 
Commodities in Cultural Perspective, ed. Arjun Appadurai (Cambridge: Cambridge University Press, 
1986). 
73 Petelin, 'A quantum shift in cultural balance,' 14. 
74 See Peter Anderson, 'Balance 1990 and the 1990 Moet and Chandon Touring Exhibition,' Art and Text, 
no. 36 (May 1990), Heimrich, 'Brisbane's Curatorial Glasnost: (The Post Cold War Mix)', Bob Lingard 
. and Colin Symes, 'Balance,' Tension, no. 23 (Oct-Nov 1990), McDonald, 'Purity calls may be 
paternalistic', Petelin, 'A quantum shift in cultural balance.' 
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It presents a tumultuous meeting of disparate expressions, yet gives each a 
legitimate place in our most holy of holies - the State Art Gallery. What makes 
this show revolutionary is that it is neither an anthropological treatment nor an 
aesthetic homage. Because much of the work was selected for its social 
importance rather than for its aesthetic acceptability or faithfulness to tribal 
tradition, the exhibition challenges the criteria of both Aboriginal and white 
cultures ... Thus Balance 1990 subverts aesthetic standards more thoroughly than 
any Dadaist or post-object art in a way that is real rather than mock-heroic 
because it casts art as both a stake and a force in social concerns. 75 
In this way, the unsettling effects of unexpected or contested inclusions in Balance were 
part of the exhibition's strength and significance, as the disruptions engendered genuine 
'dialogue' about the impact of cross-cultural interactions within the art museum. At the 
same time though, the Gallery, which was described as 'innovative' and 'courageous' ,76 
risked criticism from within the artworld for including works not typically designated as 
worthy of inclusion in prestigious institutional spaces. John McDonald alludes to this 
when he muses that '(i)n many ways it is the antithesis of a museum exhibition ... It is a 
very entertaining and puzzling event, which would probably not be allowed within 10 
kilometres of the Art Gallery of NSW or the National Gallery of Victoria'.77 
Balancing cultural sensitivities with the exhibition's aim of conveying multiple views 
and visions was a thorny process, since by its very nature pluralism suggests an 
inclusion of contradicting positions. In practical terms this can result in a presentation 
that lacks cohesion or unsettles the viewer. Balance was described as an ad hoc 
selection, difficult to read, and challenging 'one's conscious or semi-conscious 
preconceptions about how a museum show should look' .78 Sally Butler argues that too 
often the 'curatorial incorporation of pluralism is not understood as multiplicity or 
balance so much as "neutrality", or perspectives that occupy a neutral or disinterested 
position,'79 but Balance intentionally juxtaposed differing stances and the resulting 
exhibition was both multifaceted and contradictory. If lack of cohesion is seen as a 
negative quality in exhibitions concerned with cultural interchanges, a curator or 
curatorium is faced with the difficult question of whose cultural or aesthetic values 
should prevail. Balance attempted to negotiate this difficult territory by arguing 'for 
75 Petelin, 'A quantum shift in cultural balance,' 14. 
76 Joanna Mendelssohn, 'Deglossing the glamour,' The Bulletin, April 10 1990, 93, Petelin, 'A quantum 
shift in cultural balance,' 14. 
77 McDonald, 'Purity calls may be paternalistic,' 79. 
78 Anderson, 'Balance 1990 and the 1990 Moet and Chandon Touring Exhibition.', John McDonald, 
'Expressing the artist's cultural tensions,' Sydney Morning Herald, 24 February 1990, 77, Mendelssohn, 
'Deglossing the glamour.' 
79 Butler, 'Multiple Views: Pluralism as Curatorial Perspective,' 12. 
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artists to retain the right to demonstrate their individual areas of concern in a 
professional context that neither condemns nor condones the extremities of opinion' .80 
In a sense the exhibition was not really about 'balance' but a brave attempt to present 
co-existing differences. 
Balance acquisitions and legitimising the local 
The curatorial philosophy underpinning Balance and its diversity of selections had an 
impact on the Gallery's permanent collection of Indigenous art as a large number of 
works were acquired from the show. Artworks by urban artists, collaborative pieces and 
items originally created for tourist markets all entered the collection. Sponsorship by 
ARCO Coal Australia enabled the acquisition of 59 works which formed the 'Balance 
Collection' while Gallery funds facilitated additional purchases including a major 
painting by Ron Hurley and collaborative works between Richard Bell and Mark 
Garlett, and Gordon Bennett and Eugene Carchesio.81 
To some degree QAG's purchases were influenced by conditions 'in the field', with the 
team having to consider Indigenous points of view in the selection process, as the 
Queensland Art Gallery Annual Report 1989-90 explains: 
Given the environment in which Aboriginal work was frequently sought (i.e. in 
remote communities), the Exhibition Co-ordinators were required to transact the 
purchase of works in the field on behalf of the Gallery. This was the only 
accepted and appropriate form of sales transaction in these communities. This 
'field acquisition' approach secured a group of works for the Gallery's 
Collection, of a kind which could not have been acquired through traditional 
acquisition channels. It was this direct and, at times, unorthodox grass roots 
approach which gave the exhibition [and acquisitions] its diversity and 
richness. 82 
This unconventional acquisition process meant that the range of works entering the 
collection was diverse but of mixed quality. 
The large proportion of works by urban and regional artists acquired from Balance 
created a strength in this area of the collection and gave QA G's Indigenous holdings a 
80 Eather and Hall, 'Introduction,' 12. 
81 Queensland Art Gallery, Queensland Art Gallery Annual Report 1989-90, 43. 
82 Ibid., 14-15. 
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flavour that was different from other institutional collections. Holdings of 'urban' art in 
several other state galleries were not strong at this time as art from central and northern 
Australia was privileged due to an 'emphasis on and reverence for traditional art as 
being "greater", "best", "real", "authentic"'. 83 Apart from several works by Karen 
Casey, the NGV acquired few works by urban artists prior to 1990-91 when it was 
pleased 'to note that major paintings by Trevor Nickolls and Lin Onus entered the 
collection' .84 Jeffrey Samuel's work A Changing Continent Series (1984) 'was one of 
the first works of urban indigenous art to be acquired by a public art gallery when it was 
purchased' by the AGNSW following its exhibition there in 1984, but by 1990 the 
AGNSW held comparatively few works by urban practitioners. 85 Although this 
situation was changing with increased prominence gradually being accorded to artists 
from urban and rural areas, QAG did not build on the opportunity to develop a 
distinctive focus in this sphere, despite the fact than a number of the most prominent 
urban artists w·ere from Queensland. 86 
Balance was significant, nevertheless, in enabling the Gallery to address the acquisition 
of Queensland Aboriginal and Islander art, foregrounded in the 1988 Acquisition Policy 
as a profile collection. Selections comprised artists from throughout the state and 
included works by Ron Hurley, Richard Bell, Gordon Bennett, Jenuarrie, Lucy 
Cool well and Arone Raymond Meeks. Many of these works were by artists from urban 
or rural centres and some dealt with controversial and confronting issues. QAG's actions 
were important in recognising and valuing these artists and the urban art movement 
through acquisition and display. Indigenous artist Laurie Nielsen affirms the exhibition's 
impact, recalling: 
Balance opened doors for everyone. Not only for Murri urban artists but I think 
for whitefellas too, it gave them an opportunity to meet and talk with black 
artists. Some collaborative stuff came out of that ... We just mixed in different 
83 Brenda L. Croft, 'A very brief bit of an overview of the Aboriginal Arts/cultural industry by a sort of 
renegade, or The cultural correctness of certain issues,' Art Monthly Australia. Supplement. Aboriginal 
Art in the Public Eye, no. 56 (December-February 1992-93): 21. 
84 National Gallery of Victoria, National Gallery of Victoria Annual Report 1990-91 (Melbourne: 
National Gallery of Victoria, 1991), 6. 
85 Margo Neale, 'Renegotiating Tradition: Urban Aboriginal art,' in The Oxford Companion to Aboriginal 
Art and Culture, eds. Sylvia Kleinert and Margo Neale (Oxford: Oxford University Press, 2000), 271. See 
also Art Gallery of New South Wales Annual Reports from 1987 to 1990. 
86 The AGWA had included work by urban and regional artists in its acquisitions from the late 1980s and 
curator of Aboriginal Art, Mike O'Ferrall played an important role in legitimising a broader concept of 
Indigenous practice when he curated the Australian art display at the 1990 Venice Biennale, which 
featured a joint exhibition by Kimberley artist Rover Thomas and urban practitioner Trevor Nickolls. 
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circles until then. After Balance we never looked back and a lot of that is thanks 
to Marshall Bell and Michael Eather.87 
Artist Richard Bell adds, 'it was a great opportunity for urban Aboriginals to emerge as 
being on equal footing with the white artists and the "real blackfellas" out in the 
country. I'd never been in the gallery before that - I don't think any local Murris had' .88 
By acknowledging Murri (Queensland Aboriginal) artists the Gallery was playing a 
prominent role in legitimising their practice within the artworld, while the consultative 
processes applied in Balance enabled inclusions and interactions with local Indigenous 
artists that had not previously occurred. 
While Balance was important for many Murri practitioners, the Gallery also received 
criticism for its response to Queensland artists in the years prior to the exhibition. At the 
Extending Parameters conference, Henrietta Fourmile admonished most state art 
museums, including QAG, for neglecting 'to patronise the Aboriginal artists of their 
own state'. She argued: 
Public recognition of Aboriginal art as art ... and as a valuable and legitimate 
part of the Australian artscape is long overdue. Art museums' ... interests, 
however, have been selectively biased towards the 'tribal' art of central and 
northern Australia, often ignoring the works of Aboriginal artists within their 
own state boundaries. 89 
QAG's 1988 Acquisition Policy was clear in its intention to promote the art of the state 
for Queenslanders, but Fourmile observes: 
The Queensland Art Gallery ... to my knowledge has never had an exhibition of 
Aboriginal art from within this state, yet Queensland is the state with the largest 
Aboriginal population ... Furthermore, of its collection of some 170 Aboriginal 
artworks at the beginning of 1989, only seven were by Queensland Aboriginal 
artists.90 
The relationships developed and works acquired from Balance were important in 
addressing this shortfall which Fourmile acknowledges. However, she expresses 
concern that Queensland Indigenous artists had been neglected because their work was 
seen as inauthentic compared to artistic production from other regions. In commenting 
87 Nielsen quoted in Linda Carroli, 'The Campfire Group,' Artlink 23, no. 2 (2003): 49. 
88 Pat Hoffie, 'Next Wave Coming. Conversation between Jennifer Herd, Richard Bell, Gloria Beckett and 
Pat Hoffie,' Artlink 23, no. 2 (2003): 46. 
89 Fourmile, 'The Case for Independent but Complementary Aboriginal Cultural Institutions,' 37. 
90 Ibid., 37,40. Fourmile adds that prior Balance, the only Queensland artists represented were 
Thancoupie, Jenuarrie, Wanjidari and Zane Saunders. 
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on the Gallery's focus on art from the Northern Territory rather than Queensland during 
Expo and the Bicentennial, she claims 'the messages we received were that, first, we 
were not "real Aborigines" ... and, second, that our talents were never considered 
worthy of being exhibited in the Art Gallery' .91 Fourmile's comments challenge 
perceptions that the most 'authentic' and hence valuable Aboriginal art originates from 
remote communities in central and northern Australia, created by artists with unbroken 
links to traditional cultural practices. She also alludes to the dislocation that has 
occurred in Queensland (and elsewhere) as a result of the enforced removal of many 
Indigenous people from traditional lands, and their subsequent relocation into 
government reserves such as Cherbourg and Y arrabah. While Balance played an 
important role in presenting work by Indigenous practitioners from throughout the state, 
as well as breaking down notions of cultural authenticity, and providing 'a forum for 
artists to voice their concerns',92 nevertheless, QAG's support for Queensland 
Indigenous artists in subsequent years was inconsistent, as I will argue in Chapter six. 
Fig 4.10 Gordon Bennett and Eugene Carchesio, Daddy's Little Girl, from the People's Republic of 
Spiritual Revolution series, watercolour, pencil and collage on paper, 37x27cm. Acquired 1990. 
Prior to Balance, QAG had incorporated a small but varied range of mainly historical 
work from Queensland in Your Collection Revealed, although Richard Bell's comments 
indicate that the relationship between Murri artists and the Gallery was underdeveloped 
91 Ibid. In Chapter two I have indicated how the state government agency, Queensland Aboriginal 
Creations; influenced the production of much Indigenous artistic output, 'creating' a sense of cultural 
authenticity by emphasising traditional work often originating from outside Queensland. 
92 Margie West, 'Flash marks: A brief history of twentieth-century Queensland Aboriginal art,' in The 
Oxford Companion to Aboriginal Art and Culture, eds. Sylvia Kleinert and Margo Neale (Oxford: Oxford 
University Press, 2000), 189. 
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at this point. Fourmile's remarks suggest that what is omitted from as well as what is 
included in public collections can influence understandings of Indigenous art practice 
and can be used to highlight or obscure regional identity and marginalised practices. As 
Indigenous art increased in prominence, the Gallery needed to consider how to achieve 
its own balance between acquiring and foregrounding Queensland Aboriginal and 
Islander art and developing a national collection encompassing recent historical 
developments and a broader representation. 
Balance - the exhibition, the processes of its production and dialogue emanating from it 
- engendered diverse viewpoints and contributed to an evolving discourse concerning 
the exhibition and display of Indigenous art and the legitimacy of its various forms of 
production. The degree of Aboriginal involvement in the project, including the 
attendance of 400 Indigenous visitors at the opening, demonstrated the need to develop 
a greater Indigenous presence on staff and in visitor numbers and to consider 
Indigenous protocols when presenting exhibitions of Aboriginal work.93 In 1990, Hope 
Neil became the first Aboriginal member of the Gallery's Board of Trustees but the 
appointment of a specialist curator to oversee the development and presentation of 
Indigenous art at QAG did not occur for another five years after Balance. 
Reviewing the collection 
In late 1991 just prior to tenth anniversary of its move to the South Brisbane site, QAG 
undertook a review of collection development for the 18 month period from July 1990 
to December 1991. 'Approximately 50% of acquisitions made by purchase' since the 
adoption of the 1988 Acquisitions Policy occurred during this period, so it provided a 
clear indication of the degree to which the Gallery's stated policies were actually being 
implemented. The review's author, Chris Saines, introduced its purpose by noting it 
'will provide a document through which both Trustees and Curatorial staff can answer 
such questions as, "How much money do we spend on Aboriginal art?", and "What 
level of support does the Gallery give to Queensland based artists?'". Saines was direct 
in his findings, arguing that 'the Gallery needs to look beyond justifying its omissions 
93 The Gallery notes that members of the Education section presented 'a program of cultural awareness 
relating to the protocol required when addressing indigenous people', to 70 teachers. Queensland Art 
Gallery, Queensland Art Gallery Annual Report 1993-94 (South Brisbane: Queensland Art Gallery, 
1994), 20. 
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and lauding its achievements,' and allow the report's analysis to 'provide some 
signposts for future collection development' .94 
The review revealed that QAG' s Indigenous collection still lacked prominence in the 
institution, while the limited acquisitions of works by Queensland based artists, 
including Aboriginal and Islander practitioners, were insufficient and did not reflect 'a 
measured and developmental approach to collection building'. Saines remarks: 
Of the 7 Queensland based Contemporary Australian Art works purchased 3 
were by Aboriginal artists. While this seems more than proportionally 
appropriate, the three works in question formed part of the Sidney Myer Fund 
Balance Collection. These works aside, no Queensland based Aboriginal art has 
been acquired by either the Departments of Contemporary Australian Art or 
Australian Art since the formation of the Balance Collection.95 
In contrast, in the curatorial spheres of Prints, Drawings and Photographs, and 
Decorative Arts, the report revealed a strong percentage of works by Queensland-based 
Indigenous artists. Saines points out though, that in the latter division the large number 
of works acquired from Balance tended to give an 'inflated' sense of the extent of 
Queensland Indigenous art within the overall collection.96 
QAG's acquisitions of contemporary Aboriginal art, defined as work created after 1970, 
totalled ten for the review period, with five being funded through contributions to the 
Balance collection by the Myer family. Although the additional five purchases 
constituted 'Aboriginal paintings of high quality' including Emily Kngwarreye's Wild 
Potato Dreaming ( 1990), no further development of the collection occurred during the 
latter part of the review period. One reason for this was that weaknesses in the 
institution's overall holdings of contemporary Australian art meant that attention was 
being devoted to 'some of the neglected national dimensions of the collection'. 
Although important relationships had been established through Balance the momentum 
was not being maintained, causing Saines to conclude: 
Given this position, the Gallery should remain conscious of its ongoing 
obligations in this area- much vaunted through the 'Balance 1990' exhibition -
and be mindful of the need to continuously build upon the great goodwill and 
94 Chris Saines, 'Review of the Strategic Development of the Queensland Art Gallery Collection for the 
period July 1990 to December 1991,' (Queensland Art Gallery, December 1991), I. Chris Saines was 
Manager, Curatorial and Support Services. 
95 Ibid., 3. 
96 Ibid. 
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support generated throughout the Aboriginal community throughout the Balance 
project.97 
Saines' analysis reasserts the importance of Balance for QAG but confirms that 
development of the Indigenous art collection was not occurring in a measured or 
substantial way. 
Although Aboriginal art from the l 91h century to 1970 was also designated a profile 
collection, there were no purchases (or gifts) in this area during the review period, and 
works on extended loan from museum collections comprised the 'principal display 
collection' in this sphere. While the loans were seen as an effective way of countering 
the Gallery's limited holdings of historical works, it was noted that there needed to be 
increased acquisitions activity and a new influx of works to revitalise this collection 
area, particularly given the shifting trajectory of Indigenous art. Saines comments that 
considering 'the popularity of Aboriginal art for Gallery visitors, and the increasing 
prices of earlier Aboriginal work, it seems opportune to actively seek out suitable 
quality display work to replace the existing loans work,' while 'close attention needs to 
be given' to this area 'before the Gallery's options are further narrowed'. 98 
The review's summary of QAG' s situation reflected a call to action and advocated a 
more consistent and pro-active approach to building the Indigenous collection. Saines 
concluded that the Gallery 'has had an on again/off again commitment to Aboriginal 
and Islander art throughout all media categories and periods. It has largely lost sight of 
the objectives which led to the initial development of the Balance Collection', an 
indication that there was much work to be done in this area. 99 These findings and future 
directions were detailed publicly in a position statement - 'Frameworks for the Future: 
The Decade Ahead' - in which the Gallery was forthright about the position of 
Indigenous art within the institution, noting: 
Aboriginal and Islander art is an increasing area of Collection activity. As this 
collection has built so, too, have the complexities and demands of its display and 
interpretation. From a relatively small collection base, Aboriginal and Islander 
art is presently revealed as a fundamental element of our visual culture, 
integrated into the principal Australian collection display areas. However, 
irrespective of its ideological basis, such display practice also reveals the limited 
collection depth of this area. With a continuation of initiatives forged through 
97 Ibid., 5. 
98 Ibid., 6. 
99 Ibid., 10. 
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The Inspired Dream and Balance 1990, Aboriginal and Islander art must 
continue to assume a much greater presence and provoke a more distinct sense 
of place and identity within the Collection.100 
The place of Asian art in QAG' s collection was not examined in detail in the review. 
Nevertheless Saines considered 'the rapid development and significance of the Gallery's 
Asian art collection', with its strengths in Japanese art 'is such that close consideration. 
needs to be given to the adoption of a separate Asian Art policy. It can no longer be 
considered as an adjunct to Prints, Drawings and Photographs and Decorative Arts 
activity' .101 
The underdeveloped 'sense of place and identity' for Indigenous art within the institution 
can be seen in other instances. The Gallery's 1992 anniversary was also marked by the 
selection and promotion of The Ten Favourite Artworks in the Collection, as nominated 
by the public and local identities. The choices were dominated by Australian works 
mostly created prior to 1970 and included no Aboriginal examples. 102 Despite Saines' 
comments regarding the increasing popularity of Aboriginal art, an audience survey 
conducted in 1992 revealed that the 'majority of visitors to the Queensland Art Gallery 
were more interested in international art - be it contemporary or traditional - than the 
work of Australian, Queensland or local artists'. When asked their 'preferred style of art' 
only 1.6% of visitors listed Aboriginal art as their first choice, while no respondents 
mentioned Asian art.103 Despite the increasing attention being accorded to both 
Aboriginal and Asian art within the artworld, repeated and more prominent displays 
were needed in order to resonate more fully with the viewing public. 
In 1991, the same year as the collection review, QAG also developed a Corporate Plan 
which outlined more fully its strategies for the following five years. In this document, 
the need to 'build the Collection in accordance with the Acquisition Policy' was 
confirmed, along with the intent to 'utilise special exhibitions to build the Collection'. 
The Gallery sought to broaden cultural and regional representation in its holdings, and 
'
00 Queensland Art Gallery, 'Frameworks for the Future: The Decade Ahead,' (South Brisbane: 
Queensland Art Gallery, 1992), 3. See also Queensland Art Gallery, Queensland Art Gallery Annual 
Report 1991-92. 
101 Saines, 'Review of the Strategic Development of the Queensland Art Gallery Collection for the period 
July 1990 to December 1991,' 10. 
102 Queensland Art Gallery, Queensland Art Gallery Annual Report 1991-92, 12. 
103 Pam Byde and Annabel Gore, 'Report of Surveys among Queensland Art Gallery Visitors, Non-
visitors and Stakeholders and Regional Dwellers Comparing Demographic Characteristics and Behaviour 
Patterns among Existing and Potential Audience Groups,' (Brisbane: Prepared for Queensland Art Gallery 
on behalfofOffice of Commercial Services, Queensland University of Technology, 1992), iii,53-5. 
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'Northern Australian Aboriginal and Islander art' was 'to be given appropriate 
recognition'. For the first time QAG's Corporate Plan also included an examination of 
its 'institutional profile', with the Galley outlining its intentions to 'promote a distinct 
institutional identity' and enhance its standing. QAG claimed that its 'institutional 
profile has been substantially enhanced by its willingness to break new ground in 
programs and activities', revealing an understanding that distinguishing actions could 
positively affect its status.104 
Fig 4.11 William Barak, Corroboree (1880s), natural pigments over charcoal on paper, 50x70 cm 
As Saines' report indicated, in the years immediately following Balance, acquisitions of 
Indigenous art were steady but small compared to the influx of works resulting from 
this exhibition. The Balance purchases increased collection depth while also revealing 
further areas for attention. Subsequent purchases included works which would 
'geographically complement' existing holdings and included paintings by artists from 
Balgo (Ena Gimme), Utopia (Lyndsay Bird Mpetyane and Gloria Tamerra Petyarre), 
Turkey Creek (George Mung Mung) and the Torres Strait Islands (Ken Thaiday). 105 
The historical collection was expanded in 1992-93 with some insightful acquisitions 
including William Barak's Corroboree (c.1880s) and 'four Hermannsburg-inspired 
watercolours by north Queensland artist Joe Rootsey, executed ... in 1958'. Three bark 
paintings, including Banumbirr (Morning Star Ceremony) (c.1964) by Binyinyuwuy, 
'
04 Queensland Art Gallery, 'Corporate Plan 1991 - 1995. Strategy Document,' (South Brisbane: 
Queensland Art Gallery, 1991 ), Section 8. Key performance indicators of effective collection 
development included the expansion of both 'Aboriginal and Islander art holdings' and the increased 
inclusion of 'Asian art in the International Collection'. The top three performance indicators for the 
implementation of exhibition strategies were the number and quality of exhibitions of Australian art; the 
number and quality of exhibitions of Queensland art; and the number of Northern Aboriginal and Islander 
artists included in exhibitions. 
105 Queensland Art Gallery, Queensland Art Gallery Annual Report 1991-92, 32. 
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described as 'one of the great bark painters of central Arnhem Land', also entered the 
collection. 106 
Determining a collection focus 
One of the findings of the 1991 Collection Review was the need for greater planning in 
collection development, and a further analysis of the Gallery's Indigenous art collection, 
undertaken in 1993 by Margie West, built on the previous investigation and provided 
comprehensive guidelines for future acquisitions and collection foci. 107 After examining 
the strengths and weaknesses of the collection which consisted of approximately 250 
items, West identified a need for the Gallery to be both representative and distinctive in 
its Indigenous art holdings. While suggesting 'defining a specific focus collection area' 
she also affirmed that 'this should be in conjunction with the acquisition of key works 
from stylistic regions currently not represented, so at least there is a representative 
spread of artworks nationally'. West's analysis revealed that only eight percent of works 
were by Queensland artists, and although she notes that this low figure is partly 
understandable because of the comparatively prolific production in areas such as central 
and northern Australia, this finding was important in demonstrating the continuing need 
for the Gallery to play a stronger role in seeking out and representing the work of 
Queensland and Islander practitioners. 108 
Despite the policy emphasis on 'northern Aboriginal art', QAG's holdings of Arnhem 
Land bark paintings were not strong and were identified as 'a small collection by gallery 
standards'. West recommended that the Gallery's holdings be supplemented with 'a 
number of good quality' contemporary works 'from distinctive art regions in Arnhem 
Land and other areas of northern Australia, concentrating on particular artists and/or the 
representation of important mythological themes from the various regions'. It was also 
suggested that the Gallery's significant Hermanns burg watercolour collection could be 
fleshed out with purchases of works by contemporary artists from the region. Some of 
the institution's Desert art acquisitions from Balance had been of varied quality, a point 
106 Ibid., 33-4, Queensland Art Gallery, Queensland Art Gallery Annual Report 1992-93 (South Brisbane: 
Queensland Art Gallery, 1993), 24. 
107 Margie West, Curator of Aboriginal Art and Material Culture at MAGNT, had previously been 
involved with QAG through the presentation of The Inspired Dream in 1988. 
108 Margie West, 'The Queensland Art Gallery Aboriginal Collections, Proposal for Future Acquisitions 
Policy,' (Queensland Art Gallery, January 1993), 5. 
135 
noted by West who also commented on the difficulties of focusing acquisitions from 
this area because of the 'overwhelming' volumes of art being produced 'particularly in 
the Western Desert region and affiliated areas'. Nevertheless, she recommended 
acquisitions of work by artists from Yuendumu, Lajamanu, Tennant Creek, Balgo, 
W armun and the Kimberley as a means of supplementing existing holdings. 109 
As I have indicated earlier, the institution's holdings of works by urban artists were 
reasonably strong as a result of the Balance acquisitions. This was an obvious area in 
which QAG could develop a distinctive collection focus and because many of the most 
acclaimed artists in this domain were also Queensland born or based, the Gallery could 
meet some of its policy directives by targeted acquisitions in this field. As West 
observes, artists such as Gordon Bennett and Judy Watson were already quite well 
represented in the collection, but other significant Queensland practitioners such as 
Fiona Foley had been neglected. Additional Queensland artists and areas of production 
were highlighted by the report. The unique art of Torres Strait Islanders was 'another 
logical area for development', while the Cairns T AFE with a dedicated course for 
Indigenous practitioners was the training ground for many Aboriginal and Islander 
artists and a key centre with which the Gallery could make links and seek works. The 
report also notes that '(e)arlier works from Queensland artists are quite rare, given the 
loss of visual art tradition in many regions after contact. Landscape artists such as Joe 
Rootsey and Dick Roughsy (sic) are several exceptions, and their work should be 
represented' .110 
QAG's Indigenous sculpture collection was deemed by the report to be 'virtually non-
existent and mediocre in quality', and thus in need of attention. West suggested 
focusing on the various strong sculptural traditions from north Australia including 
works from Melville and Bathurst Islands, Maningrida, Ramingining and Yirrkala, and 
considering connections with works by urban artists such as Fiona Foley and Lin Onus. 
Funeral carvings from Aurukun in Queensland's far north would also be significant 
inclusions although it was noted they 'are virtually impossible to get', so museum loans 
or the commissioning of contemporary pieces was suggested. In the curatorial area of 
109 In her various recommendations West names individual artists, as well as identifying particular regions 
because of distinctive styles emanating from them. She notes though that 'region is somewhat arbitrary, 
because concentrations of artists vary from area to area, and individuals are important in the Fine Art 
collecting context. However the importance of regionalism for identity cannot be ignored in the 
Aboriginal context'. Ibid., 1,5-6. 
110 Ibid., 6-7. 
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Decorative Arts, Balance purchases provided a strong Queensland representation and 
'historical interest' but West concluded that 'few stand on their own merit'. The 
acquisition of fibre work by female practitioners from several regions throughout 
Australia including Cape York in Queensland was recommended, while the 
development of a collection of Aboriginal textiles was also suggested. 111 This latter area 
was one in which QAG could potentially build a distinctive profile collection because it 
'could be achieved at relatively low cost' and Indigenous textiles were 'not being 
collected by any other Australian public collection' at this time. 112 
West's report was detailed in its scope and insightful, with its recommendations 
intended 'as a way of filling existing gaps, particularly in the contemporary art of all 
media, to bring the QAG to par with other State galleries' .113 The analyses of both 
Saines and West indicated that the institution needed to be more pro-active in its 
acquisition of Aboriginal art particularly as forms of Indigenous art practice continued 
to diversify and other galleries were keenly developing their Aboriginal art collections. 
Both reports also emphasised the Gallery's policy directive to build a profile collection 
of Queensland Indigenous art and noted that, while this had been met to some extent, 
there were still many areas requiring greater attention. Less emphasis was given to 
investigating how QAG could distinguish or differentiate itself through its Aboriginal 
art collection. Instead, both reviews primarily focused on whether the number and range 
of acquisitions effectively reflected institutional policy, although some consideration 
was given to the status of QAG' s collection compared to other institutions. 
The appointment of a Curator of Indigenous Art was clearly an important step in 
facilitating the increased and cohesive acquisition activity that was needed within the 
Gallery. In addition, the need to maintain a balance between presenting Aboriginal art 
as a distinct grouping and incorporating it within the Australian collection continued to 
be seen as important, with Curator of Contemporary Australian Art Timothy Morrell 
commenting: 
It is important that, with the establishment of a separate curatorial section for 
indigenous art, the Gallery should avoid hermetically sealing the two cultures 
111 Ibid., 7-8. 
112 Queensland Art Gallery, 'Trustee Submission for Action Queensland Art Gallery Trustees Meeting 
Wednesday 3 February,' (1993 ). This proposal was initiated by Glen Cooke, Curator of Decorative Art, 
endorsed by the West report and subsequently approved by Gallery trustees. 
113 West, 'The Queensland Art Gallery Aboriginal Collections, Proposal for Future Acquisitions Policy,' 
9. 
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away from each other, neither can be so simply categorized, and the interaction 
between indigenous and non-indigenous art should remain a point of focus for 
Gallery activities.114 
Following the two reports, some important acquisitions were made in ensuing years. 
The International Year for the World's Indigenous People was celebrated in 1993, the 
same year as West's report, and QAG responded by acquiring several works by major 
Aboriginal artists. Of particular significance were three Papunya Tula paintings from 
the early 1970s by Mick Namarari Tjapaltjarri and Johnny Warangkula Tjupurrula. 
Early examples of work from the Papunya movement had gained dramatically in value 
in both economic and symbolic terms so that it had become essential for state 
institutions such as QAG to possess such works, although unlike MAGNT and the 
AGSA which had obtained a number of Papunya boards in the 1970s and 1980s, the 
Gallery was forced to pay high prices to 'catch up' this aspect of the collection. The 
Indigenous collection was further enhanced with the acquisition of major sculptures and 
paintings by various Arnhem Land artists including David Malangi, and the purchase of 
a major painting by Kimberley artist Rover Thomas. 
In the following financial year of 1994-95, attention was given to Queensland 
Indigenous artists with the collection expanding to include works such as 'a relatively 
early ( c.1970) Mornington Island bark painting by Lindsay Roughsey' and paintings by 
Richard Bell, Vincent Serico and Torres Strait Islander Brian Robinson. Rick Roser's 
Dreamtime Travellers (1994), a sculpture which was later to be frequently positioned 
near the front of the Gallery, was also acquired in this period, while other major 
purchases included paintings by Queenie McKenzie and John Mawurndjul. 115 The 
institution also established its profile textile collection, with the acquisition in 1993 and 
1994 of textiles by Tiwi Designs and Bronwyn Bancroft respectively. A large work by 
Judy Watson, Tapestry Cartoon for Midden (1995) was acquired in the first half of 1995 
and although QAG did not single this work out for comment in its Annual Report 1994-
95, several years later in 2000 it was designated by the Gallery as its seminal acquisition 
for the 1990s, an indication of the shifting status of particular works over time. 
114 Timothy Morrell, 'Future Development for the Contemporary Australian Art Department,' (Presented 
at the Queensland Art Gallery Trustees Meeting, 27 July, 1994), 2. 
115 Queensland Art Gallery, Queensland Art Gallery Annual Report 1994-95 (South Brisbane: 
Queensland Art Gallery, 1995), 36. 
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Balance and the two collection reviews instigated by QAG in the early 1990s 
demonstrated the need for a greater Indigenous presence in the Gallery, as well as clear 
and considered collection development. In addition, both reviews reinforced the 
importance of highlighting Queensland Indigenous art within the institution. Although 
Aboriginal art had been nominated as a profile collection at QAG, the implementation 
of this policy was inconsistent and the institution did not build on opportunities to 
distinguish itself through its Indigenous art collection. Intentions to develop this area 
through acquisition and exhibition had to sit alongside other projects, in particular, the 
First Asia-Pacific Triennial of Contemporary Art. This major initiative involving 
substantial resources would have a dramatic impact on the institution's collection and 
reputation within the artworld, and it was in this area of contemporary Asian art that the 
institution would clearly 'make its mark'. 
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CHAPTER 5 
A Project Waiting to be Done 
Not since the momentous Balance 1990 exhibition of contemporary Aboriginal 
art, also at the Queensland Art Gallery, has an Australian gallery exhibited so 
much curatorial imagination. 1 
The real significance of the First Asia-Pacific Triennial of Contemporary Art ... 
lies in the fact that a major Australian art museum has chosen to recognise and 
legitimise the modern artistic productions of the whole region. 2 
Fig 5.1 Installation view, Waterman, First APT, with Shigeo Toya's Woods 111 (1991 -1992) in 
the foreground and Kamol Phaosavasdi's, River of the King: Water pollution project one (1993). 
While QAG was expanding its Aboriginal art holdings in the late 1980s and early 
1990s, it was also seeking ways in which it could develop its Asian art collection and its 
most dramatic move into this area came in 1993 with the presentation of the First Asia-
Pacific Triennial of Contemporary Art (APT). This large survey exhibition, envisaged 
as the first in a series of three, was heralded as 'a major breakthrough in Australia's 
hitherto patchy relationship with [contemporary] Asia-Pacific art' ,3 it garnered 
considerable attention for the Gallery and enabled it to build a significant collection of 
1 George Petelin, 'Riches from the "East",' The Australian, September 11-12 1993, Weekend Review, 12. 
2 Redza Piyadasa, 'Modern Asian art comes into its own,' Business Times, 9 October 1993, 20. 
3 Felicity Fenner, 'Asian without an aim,' Sydney Morning Herald, 25 September 1993, 20. 
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contemporary Asian art. In addition, the strength and degree of critical responses to the 
Triennial were indications of the project's impact on the artworld, particularly in 
Australia and Asia. Like Balance, the APT' s developmental processes were a significant 
part of this cross-cultural initiative and in mounting the exhibition, QAG was faced 
once more with the task of incorporating differing perspectives and dealing with the 
politics of selection and representation. 
When Queensland Premier Wayne Goss officially opened the First APT at the Gallery 
on 17 September 1993, the launch was attended by 2600 people. Visitors initially 
encountered Tsuguo Yanai's installation Numen - spirit of tree (1991) which dominated 
the entry gallery, and looking down to the lower floor they were presented with an aerial 
perspective of Kamol Phaosavasdi' s immense work, River of the King: Water pollution 
project one (1993), which was arranged along the entire length of the Waterman. Most 
of the Gallery's spaces were taken up by Triennial artworks and because a large portion 
of these were installations, they contributed to the monumental sense of scale conveyed 
by the entire exhibition. Sponsorships enabled many of the artists as well as writers and 
curators to attend the opening celebrations and to participate in accompanying events 
which included performances and talks. An international conference, 'fully subscribed' 
with 450 participants including 'representatives from all major art institutions in 
Australia and delegates from throughout the Asia-Pacific region', was also held to 
coincide with the Triennial launch.4 The scope, activity and 'freshness' of the exhibition 
and associated programs invested the opening days with 'a sense of excitement' and 
dynamism, generating for many visitors 'a life and an energy that have not often been as 
palpable in the Gallery before'. 5 
The presentation of an event as substantial as each of the Triennial exhibitions 
represented both a sizeable opportunity and risk for the institution. Gallery Director 
Doug Hall proclaimed it as a 'landmark exhibition and the first of this scale in the world 
to focus on the contemporary art of Asia and the Pacific, including Australia and New 
Zealand'. 6 Alison Carroll of Asialink, who was a member of the project's national 
4 Queensland Art Gallery, Queensland Art Gallery Annual Report 1993-94 (South Brisbane: Queensland 
Art Gallery, 1994), 13. 
5 Pat Hoffie, 'Dissolutions, Requiems, And small hopes,' Periphery, no. 17 (November 1993): 9. Hoffie's 
article effectively evokes this atmosphere and its aftermath. 
6 Doug Hall, 'Foreword,' in The First Asia-Pacific Triennial of Contemporary Art, ed. Janet Hogan (South 
Brisbane: Queensland Art Gallery, 1993), 6. 
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selection committee, referred to it as 'big, new and risky'. 7 The First APT achieved 
many things, including an opportunity for QAG to make its mark in the artworld by 
responding to the under-representation of contemporary Asian art within Australian and 
other Western art institutions. As Hall explains: 
Australia's cultural engagement with Asia has, more often than not, been 
conceived as art history, both through exhibitions and the development of 
collections ... In many ways the Gallery saw the development of the Triennial as 
a project waiting to be done. It broke the pattern of art museums' preoccupation 
with the past; [and] defined a way, in both intellectual and organisational terms, 
in which Australia might construct a relevant forum for the presentation of 
Asian and Pacific contemporary art. 8 
Hall's discussion of this 'project waiting to be done' suggests that conditions existed for 
an institution to take the initiative and distinguish itself by presenting contemporary 
Asian art as an area for exhibition and collection. At the same time though, the Gallery 
was taking a chance in its substantial commitment to this 'unconventional' collection 
area. 
Superficially, QAG appeared an unlikely candidate to focus on such work because its 
own collection of Asian art was quite small. A move into this field might have seemed 
more probable from galleries with strong historical Asian art collections, such as the 
AGNSW, NGV or AGSA. Hall implies that this was unlikely, however, because of a 
fixed focus on art from the past and a belief that such work was inherently more 
valuable and hence more worthy of collection. More recently, Hall has commented, 
'(w)e couldn't emulate the fabulous historical Asian collections of Melbourne and 
Sydney, so ... we've had to think of ways to engage with the region as well as produce 
something unique in Australia' (my italics). Hall further remarks that the APT and 
'modern and contemporary Asian collection would not have eventuated' had he 
'inherited a continuity of collections'.9 There was also less impetus for some of the more 
prestigious art museums with well-established collections to venture into the somewhat 
ambiguous realm of contemporary Asian art. In such circumstances, Bourdieu argues 
that it is preferable for successful institutions 'to perpetuate the status quo by 
maintaining themselves and the principles on which their dominance is based ... since 
7 Alison Carroll, 'The Queensland Art Gallery Asia-Pacific Triennial,' Art Monthly Australia, no. 51 (July 
1992): 33. 
8 Hall, 'Foreword,' 6. 
9 Hall quoted in Susan McCulloch-Uehlin, 'Doug Hall: reflections on success,' Australian Art Collector, 
no. 10 (October-December 1999): 63-4. 
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they are on top ... excellence therefore consists in being what one is' .10 QAG, however, 
did not have the legacy of nationally or internationally acclaimed collection strengths, 
so the opportunity existed for it to claim a 'new' collection area and to boost its 
reputation in the process. 
Informed by postcolonial and postmodern theory, the prevalence of art discourses, 
concerning identity, 'otherness', regionalism, marginalisation, and identity exploration 
also gave currency to the notion of the Triennial as 'a project waiting to happen'. In 
addition, Australia's growing economic and cultural interests in the region which I have 
examined in Chapters two and three, ensured that state and national funding bodies 
would be favourable to such an initiative. As Asian economies boomed, the region was 
viewed not only as a ground for fruitful economic and cultural enterprises, but in the 
Australian imaginary it was also being associated with positive notions of dynamism, 
energy and growth. In the early 1990s, Prime Minister Keating elided the Republican 
debate and Australia's 'Asian Tum', arguing that Australia's future lay with Asia and 
not with the tired ties to the British monarchy. David Walker suggests that this rhetoric 
reflected a narrative of Australian cultural renewal so that Asia was seen as 'the catalyst 
we needed to break the mould of the past and project a new future' .11 Against this 
background, a major Gallery project engaging with the region could be seen as aligned 
with these affirmative ideas of innovation and dynamism, and thus functioned as a 
timely and symbolically profitable move for the institution. 
The initiation of the First APT was influenced by these contexts but also came about as 
a realisation of Gallery policies and strategies, and the influence of senior personnel. 
The exhibition exchanges and relationships QAG had developed with art museums in 
Japan and China in the 1980s, and its tentative moves towards the development of an 
Asian collection prepared the ground for the presentation of the Triennial which was 
'the result of a conscious and deliberate policy on the part of the Gallery'. 12 The interests 
of significant individuals played an important role in these institutional directions. 
Chairman of Trustees Richard Austin, who had extensive business and personal 
interests in Asia, pointed to the Gallery's need to 'take account of Asian art in his 
10 Pierre Bourdieu, The Field of Cultural Production, ed. Randal Johnson, 2000 ed. (Cambridge: Polity 
Press, 1993), 83. 
11 David Walker, 'Cultural Change and the Response to Asia: 1945 to the Present,' in Australia and Asia, 
ed. Mark McGillivray and Gary Smith (Oxford and Melbourne: Oxford University Press, 1997), 22. 
12 Richard Austin, View From the Chair: Speeches of Richard W. L. Austin (South Brisbane: Queensland 
Art Gallery, 1997), 31. 
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inaugural public speech at QAG and was influential in his advocacy of Asian art as an 
important collection area for the institution.13 In addition, his expertise and connections 
in the region enabled him to play an important role as cultural diplomat for the Gallery. 
While acknowledging Austin's views and his preference for traditional Asian art, Doug 
Hall wished to promote the Gallery as a centre for contemporary art. In addition, Deputy 
Director & Manager of International Programs Caroline Turner had played a major part 
in institutional engagements with and exhibitions of Asian art up to this point, so these 
independent and individual visions were fused in the decision to promote contemporary 
Asian art within the institution. 
While QAG could have continued to present exhibitions drawing on the art of a single 
nation as it had in Japanese Ways, Western Means, it opted for a far more ambitious 
undertaking by electing to present a series of three large survey exhibitions of recent 
Asia-Pacific art, commencing in 1993. The grander scale of these 'blockbuster' shows 
would potentially garner greater attention and signal the Gallery's claims as a player in 
the domain of Asian art, but they would also be far more costly and complex to mount. 
In spite of current political rhetoric advocating Australia as a part of Asia, QAG 
'concentrated on the Asia-Pacific so that Australia can be included in this grouping' .14 
In this way the project could more feasibly be initiated by an Australian institution, even 
though the term 'Asia-Pacific' is an imaginary construct based on geographic 
proximity. It also provided a point of difference from existing survey exhibitions of 
contemporary Asian art such as the Fukuoka expositions in Japan, even though the First 
APT eventually included a far greater proportion of Asian work than art from the 
Pacific. Although other Australian art institutions had presented exhibitions of 
contemporary Asian art in the early 1990s, the Triennial concept reflected a more 
sustained commitment to collecting and exhibiting art from the region. Around this 
time, the Sydney Biennale management considered a proposal from Asialink Visual 
Arts Manager Alison Carroll, to adopt a focus on contemporary Asian art but opted to 
continue with its existing model, 15 so the opportunity existed for QAG to develop a 
significant profile in foregrounding art from this sphere. 
13 Ibid., 14. 
14 Caroline Turner, 'Session l,' in Symposium: 'Asian Contemporary Art Reconsidered', ed. Yasuko 
Furuichi and Aki Hoashi (Tokyo: Japan Foundation Asia Center, 1998), 142. 
15 Alison Carroll, interview with the author, Brisbane, 29 October, 2005. See also Queensland Art 
Gallery, 'Briefing Paper for Trustees for Noting, Asia Pacific Triennials of Contemporary Art,' (24 July, 
1991 ). The inaugural Sydney Biennale in 1973 had incorporated artists from East Asia and although the 
intent was to continue with such inclusions, it continued to give emphasis to European and American art. 
See Hall, 'Foreword.' 
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QAG faced many challenges in producing this event including overcoming its limited 
knowledge of and connections with art practitioners in the region, and countering 
perceptions that the Triennial was a kind of Australian 'colonisation' of Asia. With this 
in mind, the institution envisaged the project as encompassing more than an exhibition 
and planned for a related conference, publications, artist workshops and other associated 
activities. Turner states that it 'was equally about creating a network of contacts with 
artists and art institutions, a research base and permanent collection of contemporary 
Asian art and a forum for discussion of the art of the region' .16 The Gallery hoped it 
would 'become a major cultural event attracting widespread international attention' and 
referred to it as a 'national project' because of the scope of involvement beyond the 
institution.17 The APT was an extremely ambitious undertaking but if successful it 
would enable the Gallery to accrue both symbolic and cultural capital. 
Curatorial selections and funding 
The consultative curatorial processes in Balance, and the dual curatorship in Japanese 
Ways, Western Means and Painters and Sculptors, provided a guide to the sort of 
selection strategies that could be employed. A five-member National Advisory 
Committee (NAC) was established to develop a curatorial rationale and additional input 
was sought from other Australians with relevant expertise. The committee, which 
included Gallery personnel and others with considerable experience in cultural 
interactions with the region, comprised senior QAG staff Doug Hall and Caroline 
Turner, as well as Alison Carroll, Visual Arts Manager, Asialink; Neil Manton, 
Director, South-East Asia and the Pacific Program, Cultural Relations Branch, 
Department of Foreign Affairs and Trade, Canberra; and David Williams, Director, 
Canberra School of Art, Australian National University. 
The committee steered the philosophical development of the project while practical 
implementation involved the efforts of numerous Gallery staff members. Although the 
'issue of whether there should be a [curatorial] theme ... was raised very early' in the 
Triennial' s development, it was decided not to impose one and instead to explore the 
16 Caroline Turner, 'Asian engagements: tubes of bamboo,' Art/ink 20, no. 2 (2000): 19. 
17 Caroline Turner, 'The Greatest Challenge' (paper presented at the AMAA conference, Perth, 1991), 4. 
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diversity of work from the region along with 'concepts of identity, tradition and 
change' .18 It was also decided that the First APT would provide a broad educational 
function, and the Gallery claimed it undertook the project 'to introduce Australian 
audiences to the diverse and dynamic contemporary art of the region ... to increase 
cultural understanding and establish a framework for future cultural exchanges' .19 
The selection process involved the NAC members and three other Australian experts 
each taking responsibility for research and recommendations of art works from 
particular countries. In 1991-92 the APT selectors and QAG staff travelled extensively 
in the region and over 200 works by 76 artists from 12 countries and Hong Kong were 
subsequently chosen for inclusion in the Triennial. 20 Involvement by relevant personnel 
from each of the participating nations was seen as integral to the endeavour so that 
'selections would also reflect what experts in those countries believed were important 
issues in the art of each country' ,21 enabling the resulting display to include multiple 
perspectives and not solely a Gallery-imposed view of the region's art. Nevertheless, 
QAG wished to maintain an 'intellectually coherent exhibition', so despite 'significant 
input' from international experts, final choices rested with the institution.22 
Although QAG was ultimately the 'gatekeeper' for exhibition inclusions, considerable 
time was devoted to consultative processes, just as in the case of Balance. Premier 
Wayne Goss announced the project in late 1990, but it took another two and a half years 
of curatorial development before the inaugural Triennial opened at the Gallery. At the 
time, Turner surmised that '(m)y own belief is that it will take 10 years for us to feel 
confident in these relationships and in our engagement with the art of the region'.23 The 
time and resources QAG employed in developing the First APT and its goal to present 
at least two more Triennials demonstrated that the institution's interest in this field was 
a long term one. This substantial involvement played a role in legitimising QAG's move 
18 Caroline Turner, 'Introduction - From Extraregionalism to lntraregionalism?,' in The First Asia-Pacific 
Triennial of Contemporary Art, ed. Janet Hogan (South Brisbane: Queensland Art Gallery, 1993), 8. 
19 Queensland Art Gallery, Queensland Art Gallery Annual Report 1993-94, 12. 
20 For a detailed list of Australian and international advisors involved in the selection process see Janet 
Hogan, ed., The First Asia-Pacific Triennial of Contemporary Art (South Brisbane: Queensland Art 
Gallery, 1993), 7. The other three Australian selectors were Anne Kirker (Thailand, New Zealand, Hong 
Kong), Clare Williamson (China) and Ross Searle (Papua New Guinea). The selected countries were 
Australia, China, Indonesia, Japan, Malaysia, New Zealand, Papua New Guinea, The Philippines, 
Singapore, South Korea, Thailand and Vietnam. India was originally included also but subsequently 
omitted due to logistics and lack of contacts. 
21 Queensland Art Gallery, Queensland Art Gallery Annual Report 1993-94, 12. 
22 Turner, 'The Greatest Challenge', 8. 
23 Ibid., 10. 
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into this domain, as Turner observes when she states, 'I cannot express enough how 
important is the fact that this is an ongoing commitment has been in gaining us 
credibility for the event. It is a long slow process to develop relationships which give us 
the experience to avoid obvious pitfalls in international exchange'. 24 
The scope of the project necessitated a substantial budget which the institution 
estimated would be in excess of $1.5 million. QAG was successful in obtaining major 
funding from several key sources whose own aims and policies meant that they were 
favourably disposed towards supporting a significant exhibition of art from the region. 
These combined sponsorships eventually covered two thirds of the First Triennial' s 
costs. Seed financing was provided by the Exhibitions Development Fund (EDF), 
described earlier in Chapter three, which was established with large donations from 
Japanese companies with business interests in Australia. The EDF was not targeted to 
any particular exhibition but it was intended that monies be applied to important 
projects that would gain substantial critical and public attention. 
The Triennial was also financed by a significant grant from the Australia Council whose 
priorities had shifted in 1991 to include an allocation of 50% of its funds to projects 
involving the Asia-Pacific region. QAG successfully argued that it was producing an 
event which aligned effectively with the Australia Council's funding guidelines, and 
consequently the Gallery received a Visual Arts/Crafts Board developmental grant of 
$60 000 and a second international program grant of $150 000 which was the largest 
single project grant ever made by this division of the Australia Council. 25 Additional 
financial assistance came from commercial sponsorships and from 'the country 
Foundations and Councils within Australia and the Embassies and High Commissions 
in the region of the Cultural Relations Branch, Department of Foreign Affairs and 
Trade', which provided 'country-specific support' to enable the presence and 
participation of artists and critics from the region.26 
Sizeable financial support came from the Queensland Government which provided a 
special allocation of $100 000 towards the 1993 APT, plus an ongoing commitment of 
24 Ibid., 9. 
25 Australia Council for the Arts, Annual Report 1991-92 (Sydney: Australia Council for the Arts, 1992), 
Australia Council for the Arts, Annual Report 1992-93 (Sydney: Australia Council for the Arts, 1993). 
26 Christine Clark and Simon Elliot, 'The Status of the Visual Arts in Australia's Policies Towards Asia: 
The Case of "The First Asia-Pacific Triennial of Contemporary Art, 1993"' (Unpublished Masters thesis, 
Griffith University, 1994). There were various other sponsorships in addition to this. 
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$275 000 per annum for the next two Triennials, as it saw the project as enhancing both 
the Gallery's and its own relationships with the region.27 Premier Wayne Goss, who was 
also both Minister for Economic and Trade Development and Minister for the Arts, 
expressed his support for the endeavour, declaring '(t)he Queensland Government has 
made a commitment to develop economic, trade and investment links with the Asia-
Pacific region, and it is pleasing to see such an important cultural initiative 
complementing Queensland's other interests' .28 Doug Hall also confirmed the mutual 
benefits arising from this relationship, commenting that the 'exhibition's not only for 
cultural reasons, but for economic and trade reasons also' .29 
Fig 5.2 Opening of the First APT. From left: Wayne Goss, Premier of Queensland; H.E. Sabam Siagian, 
Ambassador of the Republic of Indonesia; Richard Austin, OBE, Chairman of Trustees; Max Bourke, 
General Manager, Australia Council; and Doug Hall, QAG Director. 
A coalescing of interests between the artworld and political and economic arenas 
enabled the Triennial to receive significant financial support which facilitated the 
production of this large-scale, multi-faceted event. While Bourdieu has argued for the 
autonomy of the artistic field, the reality of mounting sizeable projects such as this 
means that they are generally beyond the funding capabilities of the institution alone. 
This means that funding, whether from government, corporate or private sources, is 
obtained when the exhibition is perceived to meet particular criteria or to provide 
desired benefits to the sponsor. One major criticism of the event within the artworld was 
that it was a veiled manifestation of both State and Federal Government economic and 
trade imperatives. It can be seen, however, that while the Triennial complemented 
national and state economic and political policies, the Gallery had been instigating its 
27 Ibid., 41. 
28 Wayne Goss, 'Message from the Premier of Queensland,' Asia-Pacific Triennial Bulletin 1, no. I 
(1991): I. 
29 Hall quoted in Freya Petersen, 'Regular regional exchange planned,' The Courier Mail, 14 December 
1990, 16. 
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own activities and policies in this area independent of such directives and was to 
undertake a selection process without Australian Government intervention. Although 
socio-political factors contributed to the presentation of the event they were not the sole 
reason for it. The Triennial was 'a project waiting to happen' because of a range of 
historically specific factors which involved activities both within and outside the 
cultural field. 30 
The First APT was presented at QAG from 17 September until 5 December 1993 and 
attained an overall attendance of over 60 000 people. Two publications were created to 
coincide with the event: the catalogue entitled The First Asia-Pacific Triennial of 
Contemporary Art, and Tradition and Change: Contemporary Art of Asia and the 
Pacific, an anthology which presented histories of modern and contemporary art in the 
region. In addition, a documentary video was produced in conjunction with the 
Australian Broadcasting Commission and screened on national television. The Gallery's 
Library began to develop a specialist research collection focusing on contemporary 
visual art of the region, while a collaboration between the institution and the 
Department of Education, Queensland enabled the distribution of an education kit to 
every school in the state. The range of programs and activities contributed to QAG' s 
assessment that 'in terms of exhibition size, number of countries represented, diversity 
of works included, and organisational logisitics, the Asia-Pacific Triennial was the most 
extensive and intellectually demanding project ever undertaken by the Gallery' .31 
Fig 5.3 The First Asia-Pacific 
Triennial of Contemporary Art 
3° For a more detailed analysis of this argument see Clark and Elliot, 'The Status of the Visual Arts in 
Australia's Policies Towards Asia: The Case of "The First Asia-Pacific Triennial of Contemporary Art, 
1993'". 
31 Queensland Art Gallery, 'Asia-Pacific Triennial of Contemporary Art, 1993, Exhibition Report,' (South 
Brisbane: Queensland Art Gallery, 1994), Queensland Art Gallery, Queensland Art Gallery Annual 
Report 1993-94, 12-13. 
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The First Triennial - reception. 
Critical reaction from the artworld was substantial in quantity and content, and covered 
a range of issues including the concern, mentioned above, that the Triennial was an 
offshoot of government economic policy and therefore a mediated interaction with art 
from the region. Several Triennial reviews took up this topic, voicing a suspicion 'that 
the exhibition is somehow linked to Australia's recent economic and political "tum to 
Asia"'. 32 Thai art historian Apinan Poshyananda, put the situation more bluntly by 
describing the project as part of an ongoing plan by the Australian Government to use 
contemporary art 'as a lubricating jelly to make cultural diplomacy run smoothly'. 33 
Art critic Peter Anderson counters these concerns by arguing that the APT was not 
'merely an exercise in cultural diplomacy' because artworks should not be considered as 
'divorced from matters of trade or politics, lost in some mysterious realm of their 
own' .34 Anderson and other commentators, including Apinan Poshyananda, perceived 
that the inclusive processes engaged by QAG in presenting the event demonstrated an 
open and ongoing exchange that was largely independent of officially-imposed 
. 35 perspectives. 
An associated criticism of the project was that it was simply another form of cultural 
colonisation. Indian art historian and critic Geeta Kapur expressed this concern at the 
Triennial conference when she 'admonished Australia for taking too paternalistic an 
approach to the region' .36 Hall responded to this view by asserting the APT 'was seen 
not as an Asia-Australia dialogue but as a facilitator for debate and ideas ... undertaken 
on the basis of intellectual equality' ,37 while Felicity Fenner observed that 'an attempt 
to counter accusations of cultural colonisation is evident in the modest scale and content 
of the Triennial's Australian selection'. She adds that, although 'in our role as initiating 
and host nation vestiges of paternalism inevitably linger ... the conquering spirit of our 
32 Peter Anderson, 'A cultural "trade fair",' Brisbane Review, 30 September 1993, 6. 
33 Apinan Poshyananda, 'The Future: Post-Cold War, Postmodernism, Postmarginalia (Playing with 
Slippery Lubricants),' in Tradition and Change: Contemporary Art of Asia and the Pacific, ed. Caroline 
Turner (St Lucia, Brisbane: University of Queensland Press, 1993), 15. 
34 Anderson, 'A cultural "trade fair",' 6. 
35 See also, for example, Pat Hoffie, 'The Queensland Art Gallery Asia-Pacific Triennial,' Art and Asia 
Pacific (September 1993). 
36 Geeta Kapur cited in Clare Williamson, 'Remapping the Asia-Pacific: A personal response to the Asia-
Pacific Triennial Symposium,' Art Monthly Australia, no. 65 (November 1993): 10. 
37 Hall, 'Foreword,' 6. 
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political "push into Asia" is happily replaced by a relatively open dialogue between the 
dozen or so nations represented' .38 
It was clearly important that the Gallery demonstrate in practical terms that the 
Triennial was an equitable engagement, and the consultative curatorial approach and the 
conference were significant evidence of these processes. This raises the difficult 
question of the 'alignments' of advisors and how much consultation is appropriate, yet 
QAG' s ultimate control over inclusions and exclusions meant that its selection decisions 
were inevitably interrogated. Several reviewers cited the need for the institution to make 
its selection rationales more transparent as this would assist in contextualising the work 
and would mitigate against a lack of connectedness in the exhibition, perceived to be 
one of the inherent problems of a survey show. 39 In addition, the inclusion of concise 
curatorial explanations of these processes would have been one way of demonstrating 
how differing perspectives had been incorporated. 
Hall claims that the nominated countries were chosen for pragmatic reasons which 
involved existing connections and practical and logistical matters.40 QAG was 
admonished, nevertheless, for the under-representation of art from the Pacific and its 
'token representation of areas such as Hong Kong, Papua New Guinea, Singapore and 
Vietnam', while there were further concerns about the lack of inclusion of work from 
the Indian sub-continent, Burma, Sri Lanka and Taiwan.41 These criticisms, while valid, 
also highlight the problem of presenting an exhibition drawn from a 'constructed' 
geographical region and perpetuate the view that the Triennial was fundamentally 
concerned with representation by nation. Turner admits this 'raises significant 
questions', adding 'it is our hope that further countries be included in the next Triennial. 
In the future art may be selected other than nationally' .42 
While the Triennial thrust QAG into the spotlight as a player in the field of 
contemporary Asian art, some critics claimed that the Gallery's move to 'claim' 
38 Fenner, 'Asian without an aim,' 20. 
39 See, for example, Julie Ewington, 'A Moment in a Journey: The First Queensland Art Gallery Asia-
Pacific Triennial of Contemporary Art,' Art and Asia Pacific 1, no. 2 (1994). 
40 Hall cited in Clark and Elliot, 'The Status of the Visual Arts in Australia's Policies Towards Asia: The 
Case of "The First Asia-Pacific Triennial of Contemporary Art, 1993'", 31. QAG' s strongest contacts at 
this point were in Japan, China and New Zealand. 
41 See Ewington, 'A Moment in a Journey: The First Queensland Art Gallery Asia-Pacific Triennial of 
Contemporary Art.', Sue Smith, 'Grand aperitif,' The Courier Mail, 24 September 1993. 
42 Turner, 'Introduction - From Extraregionalism to Intraregionalism?,' 8. 
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ascendancy in this arena did not give suitable credit to other initiatives which preceded 
the APT both within and outside Australia. These included the Perth-based Artist 
Regional Exchange (ARX) programs which Ted Snell notes 'were only given a passing 
nod' in the catalogue and opening speeches, adding, 'even if it [QAG] did not seek an 
exclusively authoritative voice in this area, it has been accorded that status by 
governments and their associated arts agencies' .43 Internationally, projects such as the 
ASEAN exhibitions and survey shows in Fukuoka, Bangladesh and Havana had 
preceded the Triennial, a point raised by Kapur who was unconvinced by 'Australia's 
recent attempts to claim for itself an "Asian" identity' .44 
Despite these criticisms, the Triennial project contributed to the validation of 
contemporary Asian art as a 'collective whole' within the broader context of 
international art, a point that Malay artist and critic Redza Piyadasa expounded in a 
series of articles coinciding with the First APT. Piyadasa argued that Euro-American 
'centres' of power had largely ignored Asian modern and contemporary art in art 
historical discourse and institutions, even though 'the modern art traditions of the non-
Western "periphery" (i.e. Japan, India, China, Indonesia, Thailand, the Philippines etc.,) 
can, in fact, be traced back to the late 19th century'. He proposed that 'the notion of 
White cultural and artistic superiority has been subtly linked to geo-political 
considerations and contexts of the 19th and 20th centuries' and suggested that the 
significance of the APT was its break with Euro-American artistic hegemony. 
According to Piyadasa this was achieved by QAG's recognition of 'artistic traditions 
not from the so-called "centre" but from the "periphery"' and its championing of 'the 
modern art story of the Asia-Pacific region. In short, the Queensland Gallery has chosen 
to further legitimise the modern artists of the Asia-Pacific countries'. Piyadasa does not 
argue that modern and contemporary Asian art, considered as a collective whole, had no 
status prior to the Triennial but suggests that in the field of Western art discourse 
43 Ted Snell, 'The First Asia-Pacific Triennial of Contemporary Art,' Fremantle Arts Review 8, no. 9 
(December 1993-January 1994 ): 3-4. Snell adds that the Western Australian Department of the Arts 
would not fund ARX'95, leading some commentators to suggest that 'QAG's usurping of funding had 
diverted it from smaller initiatives such as ARX'. See Pamela Zeplin, 'Australia, art history and the Asia-
Pacific phenomenon: A biopsy,' in Pre/dictions: The role of art at the end of the millennium. Papers 
presented at the conference of the Art Association of Australia and New Zealand, 2-5 December 1999 
(Wellington: Department of Art History, Victoria University of Wellington, 2000), 239. In a conference 
paper presented in 1991, Caroline Turner had publicly acknowledged the ARX projects as well as 
initiatives by the Department of Foreign Affairs and Trade for their development of relationships with 
Asian artists and art networks. Turner, 'The Greatest Challenge'. 
44 Kapur cited in Williamson, 'Remapping the Asia-Pacific: A personal response to the Asia-Pacific 
Triennial Symposium,' 10. 
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particularly within Australia, QAG played a major role in validating contemporary 
Asian art and boosting its trajectory in this domain.45 
Piyadasa's view that the Gallery's actions were challenging existing orthodoxies was 
confirmed by the attitudes of some critics who suggested the curatorial decision to give 
significant emphasis to contemporary art from the region was questionable. This was 
due in part to a belief that it lacked artistic value and interest because it was seen as 
derivative of Western modernism and other movements from art 'centres'. Art dealer 
Ray Hughes dismissed many of the artworks in the Triennial as being insufficiently 
different from Euro-American work.46 AGNSW Director Edmund Capon also reflected 
this perspective in an interview with Sue Smith, published as 'Little value in Triennial', 
in which he remarked, 'I didn't find much of interest in it ... to me, in terms of art, there 
was surprisingly little of value' .47 
Questioned about whether QAG 'should also be doing more historical shows', Capon 
responded: 
The reality is: to understand, and to have a sensitivity towards Asian values and 
attitudes ... you have to consider, in considerable and repetitive depth, the 
historical circumstances. Because, a glance at what is being produced from the 
contemporary arts of Asia will not tell you about the attitudes and sensitivities of 
those cultures.48 
While suggesting that he held a preference for historical Asian art, Capon was also 
implying that there was a shortage of relevant context and an absence of 'considerable 
and repetitive depth' in the presentation of Asian art at QAG to enable a fuller 
understanding of the complexities of works. The institution received a degree of 
ongoing criticism for the lack of historical depth in its Asian collection which could 
have informed the contemporary work, while at the APT it was observed that 'without a 
knowledge of particular histories or specific contexts, it is too easy to draw reductive 
interpretations' .49 In practical terms, however, it would have been extraordinarily costly 
to suddenly 'acquire' a broad representation of historical work, while Asian modernist 
45 Redza Piyadasa, 'Contemplation of "centre" and "periphery",' Business Times, 21 October 1994, 20, 
Piyadasa, 'Modern Asian art comes into its own,' 20, Redza Piyadasa, 'A momentous Australian 
experience,' Business Times, 23 October 1993, 20, Redza Piyadasa, 'Triennial expo to forge closer Asia-
Pacific ties,' Business Times, 8 August 1992, 20. 
46 Ray Hughes interviewed by John Orr, 'Dealer savages art exhibition,' Sun Herald, 19 September 1993. 
47 Edmund Capon quoted in Sue Smith, 'Little value in Triennial: Capon,' The Courier Mail, 20 June 
1995, 19. 
48 Ibid. 
49 Hoffie, 'Dissolutions, Requiems, And small hopes,' 9. 
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art was not always easily obtainable. The institution had made efforts to address these 
areas in a limited way through exhibition and acquisitions but the reality was, if it 
wanted to start something 'new', it would inevitably be lacking in some ways and 
would have to develop credibility over time. 
The framing of Smith's questions suggests that she was advocating a view, with which 
Capon concurred, that the 'fundamental job' of a state gallery was to 'tell the story of 
Australian art' in a 'broad and representative' way and that resources should be 
channeled to building 'a great collection'. The implication underlying the article was 
that QAG was neglecting its fundamental duty to present a representative collection of 
great Australian art like its more prestigious counterparts in Sydney, Melbourne and 
Canberra. Yet the 'thin and patchy' collection that Smith mentions was the reason the 
Gallery attempted to dispense with existing orthodoxies and avoid replicating 
collections in other galleries by identifying a relevant field in which it could build a 
profile collection. 50 
In declaring that there was 'little of value' in the Triennial (and by implication, QAG's 
acquisitions from the exhibition) Capon, who as director of the AGNSW was one of the 
most dominant players in the field, was exercising his power, whether consciously or 
unconsciously, to consecrate or disapprove and to confirm parameters of legitimacy 
within the artworld. Nick Prior, drawing on Bourdieu's ideas, explains how such actions 
are characteristic of relations in this arena: 
Here, struggles which often take the form of demands for recognition, just as 
easily become struggles over the dominant criteria of legitimacy. In the field of 
artistic production, orthodox artists, connoisseurs or patrons endorse existing 
definitions, whereas heterodox artists, critics or patrons explicitly challenge the 
dominant standards and actively set out to revise the criteria that underpins the 
distribution of artistic capital. In turn, the attempt to impose a definition of 
legitimate practice - what is worthy art - often overlays questions regarding the 
limits of the field itself and the movement symbolically to exclude practices and 
members from the game.51 
By breaking with the status quo, QAG invited criticism for not following the accepted 
path of similar institutions and for challenging norms of legitimacy, yet in spite of 
comments such as Hughes' and Capon's, a frequent conclusion in numerous reviews 
so Smith, 'Little value in Triennial: Capon,' 19. QAG, of course, did continue to collect Australian art 
while it was also building its contemporary Asian collection. 
51 Nick Prior, 'A different field of vision: gentlemen and players in Edinburgh, 1826-1851,' in Reading 
Bourdieu on Society and Culture, ed. Bridget Fowler (Oxford: Blackwell, 2000), 143-44. 
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was that the event revealed that 'a Western monopoly on Modernism would not be 
accepted [and] ... postmodernism would not be proved to be the occasion of a 
reaffirmation of the primacy of the West'. 52 They also affirmed that the project 
presented art which was both regionally specific while also 'expressing ideas and issues 
within an international context and with international relevance', an aspiration for the 
event expressed by Director Doug Hall in his catalogue essay for the event.53 
Problems of representation 
Critical commentary concerning the representation of Asian art at the APT focused, in 
particular, on QAG's decision to present a large survey show unconnected by theme and 
presented around national groupings. While the Gallery acknowledged this as 
potentially problematic, Hall declared that '(w)e found there simply could not be a 
generic curatorial position for 13 countries'. 54 The survey model enabled the 
presentation of a large selection of varied work through which viewers could familiarise 
themselves with the diversity of regional practice. As a form of 'blockbuster' presenting 
art grouped via country, though, it risked oversimplifying and essentialising works as 
synecdoches of nation. Fenner points out that QAG's 'nation-by-nation installation' 
undermines its 'stated intention "to challenge cultural stereotypes"' .55 Marion Pastor 
Roces concurs, observing that universal expositions such as the Triennial, predicated on 
representation by nation, reflect 'the idea that people and things come from and 
somehow represent various societies, various nations, various cultures. This spectacle is 
about displaying all sorts of authenticities' and while more recently 'nation' has been 
supplanted by the term 'culture', both are harnessed 'to make a spectacle out of 
difference'. 56 
Thematic organisation, cross-cultural relationships, and alternative groupings of works 
were suggested as solutions to these presentation issues. Apinan Poshyananda points out 
52 Chris McAuliffe, 'Asia-Pacific Triennial of Contemporary Art,' World Art l, no. 1(Summer1994): 
102. 
53 Hall, 'Foreword,' 6. 
54 Hall quoted in Petelin, 'Riches from the "East",' 12. The notions of tradition, identity and change 
formed a loose theme connecting works. 
55 Fenner, 'Asian without an aim,' 20. 
56 Marion Pastor Roces, 'Consider Post Culture,' in Beyond the Future: Papers from the conference of the 
Third Asia-Pacific Triennial of Contemporary Art Brisbane, 10-12 September, 1999, ed. Caroline Turner 
and Morris Low (Brisbane: Queensland Art Gallery, 2000), 36. 
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that 'selecting artists as representatives of their nation ... is in itself a "political" 
statement', cautioning that: 
.. .in the forseeable future survey exhibitions and essays on selected nations will 
be simply not enough. Thematic shows are desired to break away from the 
political fiction, stereotypical identity, and the blurring of official and 
indigenous art. The fact remains that the attempt to harmonise cultural diversity 
and multiculturalism actually masks and conceals ruptures within cultures and 
nations.57 
Balance, which utilised a thematic model, had revealed that Aboriginal art and artists 
operate in many ways and with multiple voices, sometimes asserting a strategic 
collective identity and at other times expressing specific individual, local or cultural 
issues. A presentation of diverse work from the Asia-Pacific region would ideally 
convey similar complexities although it would need a strong understanding of cultural 
context for these to be effectively communicated. 
Dialogue emerging from the event suggested that a balance needed to be found between 
the extremes of essentialising artists and their work as somehow representative of their 
country of origin, and considering such art in terms of global art practice and ignoring 
local specificities. Pastor Roces comments that 'while we are aware of our own 
practices within a global art infrastructure, and of the problematic conditions this 
implies, ... we are here to decentre the quite obvious marks of the great homogenous 
[and to] ... undertake the alarming and probably liberating steps towards viewing 
peoples on their own terms'. She called for the creation of intellectual tools reaching 
beyond terminology such as 'syncretic', 'hybrid' and 'influences' to enable effective 
discourse and display of such work.58 There was no simple solution as to how this might 
be made manifest, but the event at least brought these complex and difficult issues 
concerning the presentation of work of differing cultures to the fore. 
The exhibition, conference and related dialogue revealed to many observers that a 
Western art-historical framework could not be universally applied in the interpretation 
of work on display. Caroline Turner remarked that while 'there is no theme for this 
exhibition there is a thesis; that is that Euro-American perspectives are no longer valid 
57 Poshyananda, 'The Future: Post-Cold War, Postmodernism, Postmarginalia (Playing with Slippery 
Lubricants),' 15-16. 
58 Marion Pastor Roces, 'Words,' Eyeline, no. 22-23 (Summer, 1993): 47-48. 
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as a formula for evaluating the art of this region' .59 This was evidenced in the exhibition 
in examples such as Ivan Sagito's Imal Pada Tiang Jemuran II (1991) which could be 
read as a fusion of Surrealism and social realism from a Western Modernist perspective, 
although it was actually informed by specific visual and linguistic metaphors that 
required cultural knowledge to decode. Just as in the case of Balance some of the 
Triennial works, such as Sulaiman Esa's 'craft-rooted Islamic' mixed media work 
Garden of Mystery 1 (1992)60 and Brenda Fajardo's Cards of life - Women's series 
(1993) which combined Tarot card figures and folk art influences, disrupted concise 
Western classifications of 'traditional' and 'contemporary' art and 'engaged in a 
complex process of negotiation between these two conceptual frameworks' .61 Such 
works were juxtaposed with examples such as Thai artist Araya Rasdjarmrearnsook' s 
installation Girl says 'There is always the night time' (1993) which 'clearly asserted the 
modernity of contemporary Asian art in the terms of an international vocabulary'. 62 
Fig 5.4 Ivan Sagito, Ima! Pada 
Tiang Jemuran II (1991), oil on 
canvas, 110 x140 cm 
Some Australian reviewers were frank enough to reveal their discomfort at being unable 
to easily interpret some of the contemporary art of the region. Although armed with 
considerable expertise in analysing Western contemporary art, they discussed the 
unsettling realisation that this was culturally informed and not 'universal' knowledge, 
the former a view argued at length in another context by Bourdieu. 63 Peter Anderson 
took up these issues observing: 
59 Turner, 'Introduction - From Extraregionalism to Intraregionalism?,' 9. 
60 Zaino! Abidin Bin Ahmad Sharriff, 'Sulaiman Esa,' in The First Asia-Pacific Triennial of 
Contemporary Art, ed. Janet Hogan (South Brisbane: Queensland Art Gallery, 1993), 24. 
61 Anderson, 'A cultural "trade fair",' 6. 
62 Ewington, 'A Moment in a Journey: The First Queensland Art Gallery Asia-Pacific Triennial of 
Contemporary Art,' 14. Ewington continues '"Too European?" Such "inauthenticity" seems specially 
valuable to me, as a challenge to cultural stereotyping or, better, as a testament to the courageous ventures 
of these young artists beyond the imagined bonds of their national inheritances'. 
63 See for example Pierre Bourdieu, Distinction: a social critique of the judgement of taste, trans. Richard 
Nice (London: Routledge and Kegan Paul, 1984 ), Pierre Bourdieu, Alain Darbel, and Dominique 
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While we may have 'turned to Asia', there remains an unspoken undercurrent of 
Western values implicit in the way we grasp what we mean by 'contemporary 
art', and in what we expect 'art' to do ... For me, one of the most powerful 
'messages' of this exhibition is that it demonstrates that art is not a 'universal 
language' ... From a position as 'outsiders', we can only ever grasp the general 
'sense' of what some of these works are 'about' - the nuances get left behind as 
the work crosses cultural borders. While it may be difficult to admit it, there is 
so much in this exhibition that I just fail to come to grips with in anything but 
h f··1 64 t e most super 1cia way. 
Anderson continued by drawing a comparison with the APT works by Indigenous 
Australian artists Ada Bird, Gloria and Kathleen Petyarre, explaining 'some works of 
art just can't be understood within our dominant paradigms ... there may be meanings 
that will, perhaps must, remain unknown to us' .65 
Fig 5.5 Araya Rasdjarmrearnsook, Girl says 'There is always the night time' (1993). Installation 
comprising metal boat, motor oil, cloth, and 'sa' paper, hair, 350x720x60cm 
Chris McAuliffe was equally forthright about the way the work unsettled his inculcated 
understandings of contemporary art, musing: 
The obscurity of many of the works struck me as being of a different order to the 
'difficulty' one expects of contemporary art; it was an obscurity born not of my 
ability to grasp the intention of the work but from my near total lack of 
knowledge of the context within which the works were produced ... It was more 
a situation that the Western academic, driven by the will-to-know and 
complacent in his superiority, finds terrifying - rather than welcoming the 
viewer in the comforting community of one's own culture, the works seemed to 
say 'You are not here.' It wasn't that the works didn't want me there, it's just 
that they didn't necessarily need me.66 
Schnapper, The love of art: European art museums and their public, trans. C Beattie and N Merrium 
(Cambridge: Polity Press, 1991 ). 
64 Anderson, 'A cultural "trade fair",' 6. 
65 Ibid. 
66 McAuliffe, 'Asia-Pacific Triennial of Contemporary Art,' 102. 
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McAuliffe concludes that it was the challenge of this dichotomy between the 
homogeneity implied by a contemporary art survey exhibition - he asks ironically, 'why 
would all this work be in one place if it didn't have something in common' - and the 
revelation of difference characterised by a refusal to 'assimilate' that made the 
exhibition 'perversely successful' .67 The same thorny ground that QAG had trodden in 
presenting Balance was again being traversed in this complex exercise in cross-cultural 
communication. Both Balance and the APT were viewed as not entirely successful from 
the perspective of curatorial cohesion but the underlying aim of each was to present 
alternative perspectives and diverse ways of seeing. In both exhibitions, the 
interpretation of 'hybrid' works forced a negotiation between differing conceptual 
frameworks. Anderson concluded that the First Triennial should be conceived as 'a 
moment of initial "disclosure" (however limited and partial)' .68 His comments reinforce 
the idea that the project needed to form part of an ongoing dialogue in which mutual 
knowledge building and repeated and varied presentation formats contributed to 
increased appreciation of unfamiliar artistic expressions. 
Context and display 
The Triennial brought to the fore, once again, the complexities of presenting multi-
faceted perspectives and the difficult question of the degree of interpretative 
information required to decode the works on display and understand the context in 
which they were produced. The representation of some forms of Indigenous art had also 
raised issues concerning the nature of contextual information required in the negotiation 
of a path between 'exoticising' or 'assimilating'. The conference, along with the 
presence of artists and relevant experts at the Triennial, provided valuable insights into 
factors informing individual works. For the many visitors unable to be present at these 
events, the Gallery provided regional maps, didactic panels, extended labels and an 
introductory video to assist viewer understandings. 
Emphasis was given to educating the public about the nations being represented, as 
'illustrated panels of didactic text addressed each of the countries exhibiting in the Asia-
67 Ibid. 
68 Anderson, 'A cultural "trade fair",' 6. 
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Pacific Triennial' .69 Joanna Mendelssohn commented that 'handy maps of the region 
enabled the geographically illiterate to understand where each of these countries was in 
relation to its neighbours', her comment indirectly alluding to many Australians' limited 
knowledge of the region and the focus on nation in the displays.7° For some 
commentators the maps, in particular, evoked notions of colonisation and the 
ethnographic. Certainly it is hard to imagine cartographic accompaniments to an 
exhibition of European art or an international contemporary art survey show such as the 
Sydney Biennale. In addition the maps 'innocently' revealed politically contentious 
concerns. Art from Taiwan had not been included in the Triennial but in the exhibition 
catalogue, both Taiwan and Macau were encircled in a bold red outline that designated 
them as part of China. 
Ian Wedde commented further on signifying elements of context and display. Wedde 
conceded a need for further information concerning the legitimisation, discourses and 
meanings pertaining to works within their own countries of origin in the First APT. At 
the same time he considered that some of the Gallery's information, 'brief notes at the 
margins of social anthropology' which summarised 'regional populations, languages, 
religions and ethnicities', was not so different from the educational panels provided at 
the Beyond the Java Sea exhibition at the nearby Queensland Museum. He continues: 
The maps and didactic panels in the Queensland Art Gallery memorialised a like 
moment of 'contact' in which 'the region' ('Asia', or 'the Pacific') was vectored 
in the European mind as distant, and different, from Europe. Simultaneously in 
the Triennial project, this taxonomy classified a contemporary Australian urge to 
be viewed within 'the region' ... Wearing an expression of rapprochement, the 
large, reddish visage of Australia moved itself into the map sheet as an Asia 
constructed not by its own 'Asian' histories, but by a European history and 
cartography. 71 
The irony of this situation was that, although many of the artists and artworks 'contested 
the cartographies, taxonomies and histories by which they were represented' to an 
Australian audience, 'Australia needed them to reposition and redefine itself within this 
sphere.72 
69 Queensland Art Gallery, Queensland Art Gallery Annual Report 1993-94, 18. 
70 Joanna Mendelssohn, 'Refocusing the Gaze,' Artlink 13, no. 3 & 4 (1993-94): 10. 
71 Ian Wedde, 'Rituals of Rapprochement,' Eyeline, no. 22-23 (Summer, 1993): 38-40. 
72 Ibid.: 39-40. 
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The decision to represent the work on a national basis meant that this would affect the 
way it was hung and what might seem a straightforward process still revealed 
complexities such as how works might be seen both individually as well as within a 
broader context. Prior to the Triennial Alison Carroll raised some of these 
considerations, asking 'should related pieces from different countries, such as works 
with Islamic references from Malaysia and Indonesia, be placed together, or is each 
country differentiated so that its integrity remains clear?'73 Mendelssohn notes that 
display through national groupings was 'one of the standard complaints about the 
Triennial' which 'gives the novice viewer some sense of national preoccupations, but 
avoids telling other stories, suppressing other themes for the sake of geography' .74 The 
spaces of the Gallery itself dictated the display to some degree. The final hang was 
loosely geographical but this organisational matrix was disrupted at some points to 
include large installations that could not be located elsewhere. The physical location of 
works within the Gallery's spaces was perceived by some as signifying further 
meanings. Works from Japan and South Korea, countries with historical tensions 
between them, were placed in close proximity at the exhibition's entrance, an action 
which caused some concerns, while the Australian works were located at the furthest 
end of the institution in Gallery 14, playing down the importance of the Triennial host 
nation. 
Aboriginal art was included in the Triennial under the rubric of Australian art and 
contentions about selections and the nature of consultation applied in this domain just as 
they did throughout the show. Of the nine Australian artists whose work was chosen by 
section selector Doug Hall, four were Aboriginal. They included Queensland artist Judy 
Watson and Eastern Desert artists Ada Bird Petyarre, Gloria Petyarre and Kathleen 
Petyarre. Franchesca Alberts, applauded the inclusion of Indigenous Australian work in 
the exhibition and the way selected works 'highlighted the importance of land and 
family to Aboriginal people.' She raised concerns, though, about the limited Indigenous 
involvement in the conference proceedings (which extended to herself and Marshall 
Bell), lack of consultation in the selection and presentation of work, and the exclusion 
of the Torres Strait Islander community 'especially when the conference was held 
73 Carroll, 'The Queensland Art Gallery Asia-Pacific Triennial,' 33. 
74 Mendelssohn, 'Refocusing the Gaze,' l 0. 
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within the state in which they are a part' .75 In addition, the Torres Strait Islands were 
not included in the map of Australia presented in the catalogue and didactics. 
Alberts lamented that the degree of 'genuine collaboration based on mutual respect' 
invested in selections from other cultures had not been mirrored in the Aboriginal art 
inclusions. She asked: 'Why is it easier for a country to encourage and support artists 
that are outside their own political, social and cultural boundaries than it is to deal with 
their own indigenous population?' suggesting that the practices that had been effectively 
employed for Balance were not being sustained at the Gallery. In addition she observed 
that while selected works from outside Australia featured 'political, emotional and 
provocative' matters, Aboriginal art reflecting similar themes was not included.76 
Despite the practicalities of long term and extensive consultation being costly and 
problematic, Alberts raises important questions of consistency and commitment in 
QAG' s representation and support of Indigenous artists. 
Gaining recognition 
While the event had both strengths and shortcomings it was clearly a major undertaking 
for the institution. QAG had gambled in mounting the APT, and although it promoted its 
achievements, it also openly recognised that its actions would invite criticism. Julie 
Ewington praises this transparency stating, 'I was impressed by the practical courage 
shown by the Queensland Art Gallery, which clearly acknowledged ... that the 
organisers of the 1993 Triennial were aware of possible criticisms of the Triennial: for 
example, the use of national groupings and the absence of a theme'. 77 Many writers and 
participants praised the Gallery for its actions and a year after the event Piyadasa 
claimed the Triennial 'has earned for QAG a new and enviable reputation as a truly 
innovative art museum within the Asia-Pacific region. Its international reputation has 
certainly been considerably enhanced' .78 
75 Franchesca Alberts, 'Asia-Pacific Triennial, An Open Letter,' Periphery, no. 19 (May 1994): 22-23. 
76 Ibid.: 23. 
77 Ewington, 'A Moment in a Journey: The First Queensland Art Gallery Asia-Pacific Triennial of 
Contemporary Art,' 11. Ewington was later to become Curator of Australian Art at QAG but was not 
employed at the institution at the time of writing this review. 
78 Piyadasa, 'A momentous Australian experience,' 20. 
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In a Gallery report summarising critical responses, Natalie King concludes: 'On 
balance, the opinions expressed in reviews are positive with a general consensus that the 
scale and contents of the project signalled initiative and marked an ambitious 
development in the presentation of contemporary art from the Asia-Pacific region' .79 
Turner further quantifies and summarises the responses stating that 'of approximately 
250 articles ... in over 200 publications from throughout Australia, the Asia-Pacific 
region and beyond, the overwhelming majority were supportive, calling the Triennial 
one of the most important projects ever undertaken by an art institution'. 80 This 
commentary mainly originated in Australia, while the majority of international reviews 
came from media in Southeast Asia. A London review was the only one originating 
from a Western international publication, suggesting that the First APT had not 
registered as an event of major significance in Euro-American centres.81 Whether 
reviewers praised or disapproved of elements of the project, what was clear was that 
both the Triennial and QAG received an extraordinary amount of media coverage and 
attention. In addition there were strong attendances at both the exhibition and related 
conference. These many factors demonstrate that the Gallery's activities in 
foregrounding contemporary Asian art had succeeded in garnering it considerable 
recognition within the artworld. 
A Contemporary Asian Art Collection 
In spite of the increasing presence of art and artists from the region exhibited in 
Australian art museums, QAG was the first such institution to establish it as a dedicated 
collection area and as such, played an important role in legitimising contemporary 
Asian art within this sphere, as Redza Piyadasa observes in the comments which head 
this chapter. In the early 1990s in the lead-up to the First Triennial, however, QAG was 
still determining the parameters of the Asian art collection it was seeking to develop. In 
Chapter three I indicate that the specifics of a policy on collecting Asian art were not 
developed in the late 1980s although the recommendation had been to continue with the 
79 Natalie King, 'Reviewing Reviews: Cold Reservation or Showered with Compliments,' (Brisbane: 
Queensland Art Gallery, 1994). 
8° Caroline Turner, unpublished section of published letter, The Courier Mail, 28 June, 1995, p.18, 
responding to Sue Smith's article. 
81 King, 'Reviewing Reviews: Cold Reservation or Showered with Compliments.' King notes the Hong 
Kong based Asian Art News which targets a Western audience, also covered the event. See also 
Queensland Art Gallery, 'Asia-Pacific Triennial of Contemporary Art, 1993, Exhibition Report.' 
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established emphasis on Japanese art. Between 1992 and 1994 the institution acquired a 
masterpiece collection of ceramics from the Six Old Kilns of Japan which formed the 
nucleus of the Gallery's developing Asian art collection. Chairman of Trustees Richard 
Austin played an important role in facilitating these acquisitions which formed the 
centrepiece of a small but beautifully designed space, the ARCO Gallery of Asian Art, 
which opened in mid 1992.82 A pair of Japanese Tokei screens was also donated by 
James 0 Fairfax in 1992. Despite these important initiatives, the institution's Asian art 
collection was still not very extensive and was described by Hall as 'a little thin and 
uneven, with fewer than a thousand objects in them - mainly Japanese ukiyo-e prints, 
smaller collections of scrolls, some calligraphy, Chinese ceramics and Japanese Netsuke 
of uneven quality' - although he stressed the significance of the medieval Six Old Kilns 
group in 'addressing the historical collections'. 83 
Fig 5.6 Richard Austin and the ARCO Gallery of Asian art 
During this period, exhibitions included New Art from China: Post Mao Product 
developed by Claire Roberts for the AGNSW, as well as Urban Bonsai: Contemporary 
Japanese Prints and Imperial China: The Living Past, while acquisitions of 
contemporary work were predominantly prints and photographs. They included prints 
by Nam June Paik, Tadanori Yokoo and others, and a large photograph by Tokihiro 
Sato. The case of an artist such as Nam June Paik, working in several countries 
including the USA and with an established international reputation, reveals the 
constraints of the categorisation 'contemporary Asian art'. Two paintings by Guan Wei, 
who was born in China but resided by this stage in Australia, were acquired in 1992 and 
these highlighted further the ambiguous nature of the contemporary Asian art 
82 The space was funded by ARCO Coal Australia, which had also sponsored Balance and the Balance 
collection. ARCO, the Australian subsidiary of an American company, held major coal export contracts 
with Japan. 
83 State of the Art, 'Doug Hall interview,' State of the Art, July-October 1992, 15. 
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categorisation. The First APT did not include any artists from the Asian diaspora who 
had taken up residency in Australia, and QAG was subsequently to receive criticism for 
not including the work of Australian artists of Asian descent: Guan Wei's work would 
later be shown in the Australian section of the Third APT. 84 
While these activities enabled the Gallery to increase its emphasis on Asian art, the 
Triennial offered the potential for QAG to develop an important profile collection 
which would differentiate the institution from others in the field. In early 1991 a 
briefing paper was circulated to Gallery trustees, explaining that 'the Triennials will 
provide the opportunity for the Queensland Art Gallery, if it desires, to develop a 
contemporary Asian collection (expanding the commitment already made to 
contemporary Japanese art)'. 85 Several months later, Caroline Turner publicly declared 
that 'the Gallery will be purchasing from the Triennials to form the basis of a 
contemporary art Collection of the region. This is quite a significant policy decision'. 86 
The proposal to use the APTs as the basis for developing a collection of contemporary 
Asian art was a logical one given QAG's focus on contemporary art and its long-term 
commitment to the Triennial project, so it became a further means of articulating the 
institution's Asian art policy directives. At the same time it was still a risky undertaking 
as few other galleries were focusing on this area. By 1992, QAG's Annual Report 
proclaimed 'a new focus on Asian art' in international art acquisitions,87 and the 
Gallery's trustees had 'endorsed in principle the concept that the Gallery appoint a 
Curator of Asian Art'. 88 Nevertheless, there had not yet been any formal policy 
endorsement of a contemporary Asian art collection or purchases from the upcoming 
Triennial. 
Authored by Caroline Turner, an informative and impassioned paper and arguing for a 
contemporary Asian art collection to be ratified within institutional policy was 
84 See, for example, Melissa Chiu, 'Rough Trade: Curating Cultural Exchange in Australia,' in 
Alter/Asians: Asian-Australian identities in art, media and popular culture, ed. Ien Ang, et al. 
(Annandale, Sydney: Pluto Press, 2000). Classification issues in art museums are not only ambiguous in 
the case of cross-cultural works but inevitably occur when works are categorised according to nation 
and/or media. 
85 Queensland Art Gallery, 'Briefing Paper for Trustees for Noting, Asia Pacific Triennials of 
Contemporary Art,' 2. 
86 Turner, 'The Greatest Challenge', 9. 
87 Queensland Art Gallery, Queensland Art Gallery Annual Report 1991-92 (South Brisbane: Queensland 
Art Gallery, 1992), 3 l. 
88 Caroline Turner, 'Policy Paper for Trustees on Development of a Contemporary Asian Art Collection 
(and endorsement of some possible purchases in Pacific art from the Asia-Pacific Triennial),' (August, 
1992), 1. 
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presented to the trustees in August 1992. The significance and breadth of the Triennial 
initiative was outlined in depth and it was proposed that with the trustees' commitment 
to the APT project the way was opened for QAG 'to be the leading institution in the 
world in the exhibition of contemporary Asian and Pacific art'. Turner's request for the 
endorsement of a related collection implies that this was an additional way in which the 
institution could distinguish itself. She concludes, 'taking into account the significance 
of the Asia-Pacific Triennial the arguments in favour of purchases are overwhelming. 
Indeed, it would be a tragedy if the Gallery were not to purchase some works from the 
exhibition' .89 QAG had not made many purchases from the 1989 exhibition Japanese 
Ways, Western Means so, for its actions to match its rhetoric, it was essential that the 
institution acquired works from the APT. 
Besides seeking permission to form a profile collection drawn primarily from the 
Triennial, Turner's paper also requested approval for: 
... some purchases in the area of Asian art post 1945 to form a context for the 
Asia-Pacific Triennial. It is not proposed that these be significant in number. 
The only work we would currently be seeking ... is a work by the great 
Indonesian Expressionist painter, Affandi, acknowledged as South East Asia's 
greatest painter. 90 
Affandi' s Self portrait in Kusamba Beach (1983) was loaned to the Gallery for display 
in conjunction with the First Triennial and was eventually acquired in 1994. The 
formation of a contemporary Asian art collection was also officially endorsed. In the 
Policy Paper, Turner also referred to long-term issues of display, citing the need for 
increased space for both Asian and Aboriginal art which were rapidly developing 
collection areas, but suggesting that in the short term such works could be 
'accommodated in the context of current displays' .91 
Just as the presentation of the Triennials involved a movement into unfamiliar territory, 
so too did the decision to collect contemporary Asian art as this was not an established 
collection area in any Australian art museum. Hall explains this situation, revealing 
hopes that this unorthodox move would enable the institution to gain prominence in the 
field: 
89 Ibid., 1-2. 
90 Ibid., 2. 
91 Ibid. The paper also requested endorsement of APT acquisitions 'of Polynesian and Melanesian art but 
not at this point the formation of a specialist collection in these areas'. 
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The Gallery has made a commitment to use this [the AP1] as the base to build a 
contemporary collection of the art of Asia. Very few if any other Museums in 
the world are doing this and it will enable the Gallery to develop a collection 
which we hope will develop an international focus for us.92 
Writing three years later, Anna Clabburn confirmed this view as well as the impact of 
the Triennial in a discussion of Asian art collections in Australian state and national 
galleries. She observes that '(s)tarting with a relatively small historical collection, 
Queensland set one of the most progressive agendas in the country in 1993 when it 
decided to collect contemporary Asian art'. Clabbum adds that following the success of 
the 'much discussed' APT, 'some curators have signalled their intention to collect 
contemporary work although this is still a very fresh frontier'. 93 QAG' s focus on 
contemporary Asian art was unusual because it emphasised a curatorial category that 
did not exist in Australian galleries at this time. Although several galleries employed a 
Curator of Asian Art, the category of 'Contemporary Asian Art' did not readily fit into 
established structures existing in such institutions. Tanseem Metha explains how these 
artworld operations created a 'gap' that led to art from the region largely being ignored: 
Western Museums are structured in such a way that further impedes the 
development of contemporary Asian art. Most of the major museums typically, 
will have an Asian art curator whose scholarship and interest does not extend 
beyond the 19th century; and a contemporary art curator who is so caught up 
with Euro-Americentric trends that there is no time to look at anything else.94 
The opportunity for collection development facilitated by the Triennials and the 
Gallery's efforts to differentiate itself from other institutions enabled QAG to break 
with this established practice. 
Although the purchase of works had been ratified, adequate funding was needed to 
acquire a substantial number of artworks. This came in the form of a major donation of 
$150 000 from The Myer Foundation and the contribution of an additional $150 000 
over three years by Michael Myer and Anne Gamble Myer. This support facilitated the 
formation, in 1993, of the Kenneth and Yasuko Myer Collection of Contemporary 
Asian Art, established in memory of these two prominent advocates of Asian and, in 
particular, Japanese art.95 The argument presented to the trustees for particular 
acquisitions stressed that these would form 'a unique and important Collection in world 
92 Hall quoted in State of the Art, 'Doug Hall interview,' 15. 
93 Anna Clabburn, 'Varied Treasures,' Asian Art News, Australia supplement 5, no. 3 (May-June 1995): 
8,10. 
94 Tasneem Metha, 'Authenticity and Change,' Eyeline 32 (Summer 1996): 30. 
95 Kenneth and Yasuko Myer died in a plane crash in 1992. 
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terms' .96 Thirty three works were eventually purchased from the First APT, many as a 
result of the Myer donations. Among these were Shigeo Toya's Woods III (1991-92), 
which was designated as a priority purchase, Montien Boonma's Lotus Sound (1992), 
and Dadang Christanto's For those: Who are poor ... (1993), all of which have been 
regularly displayed in the Gallery and described as 'seminal contemporary Asian 
works' .97 The initial round of acquisitions for The Kenneth and Yasuko Myer 
Collection also included works by Irene Chou, Heri Dono, Sulaiman Esa, Brenda 
Fajardo, Ismail Hashim, Bohn-Chang Koo, Dede Eri Supria and Nguyen Xuan Tiep. 
Funds were also reserved for the formation of 'a significant works on paper collection' 
with 'emphasis to go to countries with a strong printmaking focus'. Monies were also 
directed towards the purchase of Xu Bing's A book from the sky ( 1987-91) which, 
although not included in the Triennial, was considered 'a major contemporary Chinese 
purchase'. 98 
A moment in a journey 
Fig 5.7 Shigeo Toya Woods 111 
(1991-92), installation comprising 
wood, ash, synthetic polymer paint, 
30 pieces, 220x30x30 cm each. 
The First APT was successful in boosting the trajectory of both QAG and contemporary 
Asian art within the immediate cultural field. Apinan Poshyananda summarises this dual 
impact, commenting: 
Such a project is an irresistable attraction as it presents a double feature - to 
display exciting art from the Asia-Pacific region under the one roof (to achieve 
this is a monumental accomplishment in itself) and to shift Australia's position 
on the edge of Asia to the centre of attention. To the envy of galleries and 
museums in New South Wales, Victoria, Western Australia or even in Europe 
96 Queensland Art Gallery, 'Position Paper: The Ken and Yasuka (sic) Myer Collection of Contemporary 
Asian Art,' (Board of Trustees Meeting Wednesday 24 November, 1993), l. 
97 Michael Brand, 'In the Public Domain - The Kenneth and Yasuko Myer Collection of Contemporary 
Asian Art, Queensland Art Gallery,' TAASA Review 8, no. 3 (September 1999): 8. 
98 Queensland Art Gallery, 'Position Paper: The Ken and Yasuka (sic) Myer Collection of Contemporary 
Asian Art,' I. 
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and America, Brisbane (Queensland) has moved several steps ahead in 
collecting valuable information on contemporary art from the Asia-Pacifc 
region. 99 
While many critics from the region were positive about the significance of the event 
this was tempered by a view that the Gallery's engagement needed to be ongoing and 
intensive - 'a moment in a journey, rather than a single destination' .100 
Generally positive critical reaction was also matched by a strong public response to the 
First Triennial which attracted interest, partly because the exhibition conveyed a sense 
of exoticism and difference that appealed to audiences. A year after the First APT, 
Curator of Contemporary Australian Art Timothy Morrell analysed this impact and the 
influence it might have on other areas of QAG's collection. Morrell pointed out that the 
'major works in the Gallery's collection of recent Asian art seem to have been very 
successful in drawing' a 'more positive response and involvement from the public', and 
that works such as Montien Boonma's Lotus Sound and Xu Bing's A book from the sky 
were highly effective in engaging 'visitors' enthusiasm and curiosity'. Morrell points 
out that '(p )art of the reason for the success of these works lies in their strangeness. This 
provides very strong evidence that Gallery visitors like to be mystified and that it is not 
necessarily an alienating experience'. He suggests that his own curatorial area could 
draw on this experience, not necessarily pursuing 'work showing Asian influence', but 
by giving greater attention to 'work which does not take the European fine art tradition 
for granted'. Given the aesthetic and emotional impact of politically subversive art 
presented in the Triennial, Morrell also recognises the potential of 'displaying work 
with agendas beyond the art world' .101 
Morrell further stressed the significance of the APTs in differentiating QAG from other 
institutions. He remarks: 
The identity of the Gallery (ie that which distinguishes it from other galleries) 
seems destined to be formed primarily by the Triennial. For Australian visitors, 
much of the interest in the Triennial was the unfamiliarity of the artists. 
Contemporary art collections in the U.S., Europe and increasingly Australia, 
face the problem of looking very much like each other, displaying work by a 
99 Poshyananda, The Future: Post-Cold War, Postmodernism, Postmarginalia (Playing with Slippery 
Lubricants),' 16. 
100 Ewington, 'A Moment in a Journey: The First Queensland Art Gallery Asia-Pacific Triennial of 
Contemporary Art,' 11. 
101 Timothy Morrell, 'Future Development for the Contemporary Australian Art Department,' (Presented 
at the Queensland Art Gallery Trustees Meeting, 27 July, 1994), 1. 
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familiar group of well-known artists who are the official avant-garde. Art 
museums in Sydney and Melbourne (home to most of the Australian artists in 
this category) and the National Gallery of Australia in Canberra have a stronger 
obligation than the Queensland Art Gallery to represent this group 
comprehensively. The Queensland Art Gallery should avoid being a pale 
reflection of these collections.102 
QAG was thus distinguishing itself through art that was distinctively different and 
gleaning the rewards from this decision. Morrell goes on to argue that in the curatorial 
area of Contemporary Australian Art, outstanding works by acclaimed Australian artists 
should still be acquired but collecting 'exceptional works by Queensland artists who are 
less well-known should at least be a high priority', as this would be a means of 
establishing a more interesting and distinctive collection. 103 Morrell' s astute comments 
are also relevant to the Gallery in relation to the composition of its Indigenous art 
collection and I will examine this issue further in Chapter six. 
For the First Triennial, just as in Balance, QAG' s achievements in cross-cultural 
representation occurred through the 'processes' in forming the exhibition as well as the 
presentation of the art itself. It was effective cultural engagement through collaboration, 
open dialogue at the conference and other forums, acknowledgment of alternative 
frameworks for understanding, and the actions of bringing artists, curators and critics to 
the event that assisted in this knowledge building. Julie Ewington praised these efforts 
as 'exemplary of the best contributions contemporary museums in this country make to 
continuing cultural dialogue' .104 Pat Hoffie concurred, noting that while state galleries 
'tend to emphasise the value of art as an end product' and 'enshrine and legitimise these 
products', in the APT 'the process of the whole event remained as important as the 
exhibiting of the completed pieces'. Hoffie observed the similarities with Balance 
which she indicates: 
102 Ibid. 
... had been similarly unorthodox in its departure from traditional curatorial 
museum practice. This is risky business. So much of what is heralded as 'cutting 
edge' contemporary arts practice is often no more than the latest flavour of the 
familiar. The re-placement of interest in the artist's presence takes far more 
'cutting edge' risks than a funky re-hang of acceptable art products. 105 
103 Ibid., 2. 
104 Ewington, 'A Moment in a Journey: The First Queensland Art Gallery Asia-Pacific Triennial of 
Contemporary Art,' 12. 
105 Hoffie, 'Dissolutions, Requiems, And small hopes,' 7-8. Hoffie also discusses the art/craft dynamic and 
the role of traditional craft as a means of asserting difference, an issue that was also raised in Balance. 
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In spite of some valid criticisms, it was in this area also that QAG was making a 
significant contribution in presenting the art of differing cultures through its efforts to 
incorporate multiple viewpoints and acknowledge intellectual equality .106 
Despite these efforts, the nature of the artworld is such that the exhibition itself and, if 
pertinent, its impact on an institution's collection is privileged over process. The broad 
scope but lack of depth and insight provided by the survey model utilised in the APT 
was a weakness, although a justifiable beginning for what was envisaged as a series of 
three such events. While Balance was democratic and inclusive it lacked curatorial 
cohesion and in a similar way the Triennial' s survey approach, although not the same as 
Balance, had a comparable effect. The absence of an overriding theme at the APT meant 
that opportunities to make enriching connections between works, regardless of the 
artist's nationality, were lost. The decision to present artworks as representative of 
nation was clearly problematic but at the same time it was important that the exhibition 
demonstrated through context, rather than reduction to ideas of nation, regional and 
cultural specificities informing various works. 
The kudos gained through presentation of the APT enabled QAG to accrue symbolic 
capital as it grew in stature as a credible venue for the collection and presentation of 
dynamic contemporary art from the region. QAG had taken a significant risk in 
committing to both the Triennial project and a contemporary Asian art collection, and 
while it had been criticised for some of its approaches, the Gallery's efforts contributed 
to the processes of 'making a name for itself' and gaining recognition in the field. Given 
the institution's long term commitment to the acquisition and display of art from the 
region, its hope was that interest in this area would be maintained and that 'the existing 
momentum does not extinguish itself and become an interesting cultural case-study of 
short-lived enlightenment' .107 
106 Snell countered that genuine knowledge exchange had been lost in an 'authoritative overview', 
preferring the ARX model which was inevitably more intimate and individual due to its smaller scale. 
Snell, 'The First Asia-Pacific Triennial of Contemporary Art.' 
107 Doug Hall, 'Cultural Coexistence in Australia: Art and the Institutions that Support it,' in Tradition and 
Change: Contemporary Art of Asia and the Pacific, ed. Caroline Turner (St Lucia: University of 
Queensland Press, 1993), 189. 
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CHAPTER 6 
The Movement to the Front Room 
Fig 6.1 Michael Eather and Friends, Two Worlds (1995-97), synthetic polymer paint, natural 
pigments, shellac, photocopied images on 75 boards, 15 panels: 305x60 cm (each); 300x956 cm 
(installed); two curtains: 325x335 cm, 325x340 cm; four curtain rods: 3x75 cm (each). 
In 1991, the National Gallery of Australia re-located The Aboriginal Memorial ( 1987-
88), the monumental installation forming the centrepiece of its extensive Indigenous art 
collection, to the front of the institution. This strategic move, undertaken at the directive 
of recently appointed Director Betty Churcher, communicated the status of Indigenous 
art within the national institution, and its significance within broader Australian and 
international art contexts. It was not until some years later, in 1998, that QAG took a 
similar step by creating a dedicated gallery of Aboriginal art and locating it at the front 
of the building, indicating the importance of this collection area. QAG's decision to 
foreground its Indigenous collection was an integral component of The New 
Installation, the institution's first major re-organisation of its permanent collection in 
almost ten years which, according to Michael Brand, QAG' s Assistant Director, 
Curatorial and Collection Development, 'allowed the gallery to show the strengths of its 
collection over the past decade, in particular its indigenous and contemporary Asian 
collection' .1 
1 Brand quoted in Joyce Morgan, 'Brisbane gallery in pink,' The Sydney Morning Herald, 19 June 1998, 
19. 
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In 1998 QAG also acquired a huge collaborative painting which was prominently 
located in Gallery One, opposite the main entrance and adjacent to the new Aboriginal 
gallery. The work in question, by Michael Bather and friends, Two Worlds (1995-97) 
includes contributions from 15 Indigenous and non-Indigenous artists from throughout 
Australia. It would be difficult for QAG to feature a work with the same impact and 
resonance as the NGA's Aboriginal Memorial, but Two Worlds performs a similar kind 
of symbolic function when positioned at the institution's entrance, even though QAG 
has elected not to locate it permanently in this space. Two Worlds is an enormous, 
culturally and politically pertinent work depicting various journeys and alluding to 
notions of reconciliation and difference. It was a pertinent choice as an introduction to 
the Indigenous gallery and a reflection of the institution's efforts to traverse the 
differing 'worlds' and complex terrain of cross-cultural representation. Brand affirms 
the importance of the painting's location, observing that 'its placement was of great 
importance because the painting is all about journeys ... It is a sort of metaphor for our 
gallery' .2 
In 1995, a little over a year after the First Triennial, QAG celebrated its centenary year, 
an occasion which led the institution to reflect on its achievements. Doug Hall, taking 
stock of the Gallery's position 'in Queensland's cultural life,' proclaimed: 
The Gallery currently enjoys a record of unmatched acquisition activity, a vital 
collection-based, national, international and regional exhibitions program, active 
interpretive public programs and of [sic] outstanding government, corporate and 
community support. 3 
The institution's anniversary celebrations on 29 March coincided with the opening of 
Matisse, a major touring exhibition developed by the institution and dubbed 'the 
international highlight' of its centenary program. At its State Cultural Policy launch at 
QAG in June that year, the Queensland Government demonstrated both its recognition 
of the centenary milestone and satisfaction with the institution, by providing 'a special 
allocation of $2.5 million' over the following five years 'towards centenary acquisitions 
for the permanent Collection'. These funds, which were initially assigned for the 
2 Ibid. Although Two Worlds could have been permanently positioned at the front of the Gallery, 
establishing itself as an emblematic work for the institution, this did not eventuate and Gallery One 
remains a space in which works are regularly rotated. 
3 Queensland Art Gallery, Queensland Art Gallery Annual Report 1994-95 (South Brisbane: Queensland 
Art Gallery, 1995), 8. 
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purchase of 'major twentieth-century international, Australian and indigenous works,' 
enabled the Gallery to enhance its collection substantially.4 
Compared with its position only 13 years earlier, the institution's profile had been 
substantially boosted, with the development of significant exhibitions such as Matisse 
and the presentation of the First APT contributing to its national and international 
status. Since the late 1980s QAG had made considerable progress in developing its 
Asian art focus through initiatives such as the Exhibitions Development Fund, the First 
Triennial, The Kenneth and Yasuko Myer Collection of Contemporary Asian Art, and 
the ARCO Gallery of Asian Art. In the area of Indigenous art, the presentation of 
Balance had been an important achievement, although by the early 1990s, the Gallery 
was aware that its Indigenous collection needed further development and a greater 
'sense of place' within the institution.5 
From 1991-95, efforts had been made to attain a greater diversity and balance in the 
Indigenous art collection with acquisitions continuing at a modest rate, but exhibitions 
of Aboriginal art were infrequent. Apart from Balance, the only sizeable presentation of 
exclusively Indigenous art held at the Gallery between 1990 and mid 1995 was Body 
and Soul: An Exhibition Celebrating the International Year for the World's Indigenous 
People. Presented in mid 1993, it featured Aboriginal art works drawn from the 
collection. A second collection-based exhibition, Ancient Land, Modem Art, while not 
presented in the Gallery, toured regional Queensland in 1995. It included a diverse 
range of works, about one third of which were by Queensland artists. Thus it appeared 
that the emphasis at QAG had swung in favour of contemporary Asian art at this time 
and it was not until 1995 that the collection and presentation of Indigenous art gained 
greater momentum within the Gallery. 
Collection directions 
To a large extent this shift came about because of the appointment in June 1995 of the 
first Curator of Indigenous Australian Art, Margo Neale, who is of Aboriginal and Irish 
descent and whose prior position was Co-curator of the Yiribana Gallery at the 
4 Ibid., 8, 10. 
5 Queensland Art Gallery, Queensland Art Gallery Annual Report 1991-92 (South Brisbane: Queensland 
Art Gallery, 1992), 10. 
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AGNSW. Previously, Aboriginal art had been incorporated into the curatorial sphere of 
Australian Art at QAG, but with the establishment of a dedicated curatorial area there 
was greater capacity for activity in this domain. One of Neale's first tasks was to survey 
QAG's Indigenous art collection in order to define future directions for acquisition and 
display. In doing so, the curator needed to re-consider the scope of existing holdings, to 
take into account earlier collection reviews, and to consider the balance between 
profiling work by Queensland Indigenous artists and attaining a representative spread of 
Indigenous art practice nationally. 
Neale's initial inspection of QAG's Indigenous art holdings revealed a 'relatively small 
but diverse collection', not as extensive as she had originally anticipated, but 
nevertheless containing 'all the chapters of an Aboriginal art history'. Neale summarises 
the range of work as including an 1880s drawing by William Barak, bark paintings from 
the 1940-50s 'lying undisturbed in solander boxes', watercolours by Hermannsburg 
artists including the Namatjira watercolour representing the Gallery's first Aboriginal 
art acquisition, Desert canvases from the 1980s, Emabella textiles, 'urban kitsch [and] 
"eccentric" decorative objects such as Queensland artist Lucy Coolwell's painted rum 
bottles and Donny Smith's painted tobacco tins'.6 By 1995 QAG's holdings also 
included a small number of works by well-established and celebrated Aboriginal artists 
such as Clifford Possum Tjapaltjarri, Emily Kngwarreye, Rover Thomas, John 
Mawumdjul, Judy Watson and Trevor Nickolls, as well as an uneven collection of 
urban Aboriginal art largely the result of the Balance acquisitions. 
With this knowledge and an awareness of QAG's Acquisition Policy, Neale developed a 
collecting strategy for Indigenous Australian Art, opting initially to develop the 
'historical core' of the collection. Neale immediately embarked on a major round of 
acquisitions, assisted by the Queensland Government's special influx of centenary 
funding which boosted the Gallery's purchasing power. In the financial year 1995-96, 
50 new works entered the collection 'representing an expansion of nearly fifteen 
percent' on its existing Aboriginal art holdings. Recent historical works were privileged 
in the process, with Desert artworks in particular being acquired to significantly 
strengthen this area and develop it into a strong sub-collection. As a result, QAG's 
holdings of 'three early boards and six 1990s canvases' were considerably enhanced by 
6 Margo Neale, 'Queensland Art Gallery, Brisbane,' in Aboriginal Art Collections: Highlights from 
Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: Craftsman House, 2001 ), 54. 
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the addition of 'seven 1970s "Papunya Boards" and six 1980s classic desert canvases, 
adding a coherence to a hitherto patchy collection' .7 Acquired with funds totalling 
almost $100 000, this group of works included the magnificent Bush tucker story ( 1972) 
by Mick Namarai Tjapaltjarri, boards by Kaapa Tjampitjinpa and Tim Leura Tjapaltjarri 
together with canvases by Paddy Jupurrula Nelson and Larry Jungarrayi Spencer, Two 
Bob Tjungarrayi and Tjungarrayi Y ala Y ala Gibbs. 
By this stage, early works from Papunya Tula reflecting the genesis of the Central 
Desert acrylic painting movement were imbued with considerable symbolic value and 
commanded correspondingly high prices. QAG's holdings of such works were small 
compared to those of many other public art institutions so the decision to make a 
sizeable purchase of Papunya works was an astute one, as not only are they of 
substantial artistic and historical significance, but prices have exponentially increased 
with escalating demand from art institutions as well as private and corporate collectors. 
Auction prices from the latter half of the decade give a clear sense of these shifts. Mick 
Namarai Tjapaltjarri's 1972 painting on board, Bush tucker story, was purchased at a 
Sotheby's auction by the Gallery in 1995 for approximately $35 000, while only two 
years later, a 1972 Papunya painting by Shorty Lungkarda Tjungarrayi, sold to an 
American collector for $120 000.8 Early Papunya works were eventually deemed to be 
of such national cultural consequence that, in direct response to their increased status, 
the Cultural Heritage Act was amended in 1999 so that any Indigenous artwork created 
20 years ago or earlier and valued at $10 000 or more, would require export clearance 
before leaving the country. Thus, if QAG had not obtained a reasonable representation 
of such work at this time, not only would the Gallery be lacking in its holdings of an art 
movement considered integral to Australia's cultural heritage, but it would also have 
been extraordinarily costly and more difficult subsequently to acquire. 
The Gallery's holdings of bark paintings were also boosted by this time with the 
purchase of 21 paintings from Arnhem Land, dating from the 1960s to the 1990s, in 
response to 'the Gallery's commitment to acquire works from Northern Australia'. 
7 Queensland Art Gallery, Queensland Art Gallery Annual Report 1995-96 (South Brisbane: Queensland 
Art Gallery, 1996), 24, 26. 
8 In 1998 an outstanding Billy Stockman painting was purchased by an international buyer for $200 000, 
despite the fact that the previous highest auction price for a Stockman was $17 000. Carmel Dwyer, 
'Hammer and Stipple,' The Bulletin, 8 June 1999, 107. In 1997 the superb acrylic on board Water 
Dreaming at Kalipinypa (1972) by Johnny Warrangula Tjupurrula achieved the then highest recorded 
price for an Aboriginal art work when it sold at auction for $210 000. Only three years later the same 
work set another record when it was resold for $486 500. 
176 
These included Timothy Wulanjbirr's immense bark painting Two creator sisters 
(1993) as well as barks by Nawurapu Wunungmurra, and Owen Yalandja. 
Representation of work by Indigenous artists from Western Australia was limited, but 
two acrylics by Jarinyanu David Downs added to their number. Queensland Aboriginal 
and Torres Strait Islander artists did not feature prominently in this round of 
acquisitions, although significant purchases included Shark mask {1995), a second Ken 
Thaiday work for the collection, and Aurukun artist Arthur Koo-ekka Pambegan' s 
installation Fish story (1994). The collection's strong urban art focus was strengthened 
with the inclusion of a suite of five works by Robert Campbell Junior and the 
acquisition of Lin Onus' A stronger spring for David - Toas for a modern age (1994), 
which was subsequently displayed at the Second APT.9 
Forty additional Aboriginal works were acquired in the following financial year, 1996-
97, with selections dominated by items from 'tradition-based' communities in Arnhem 
Land and central Australia. Seven bark paintings revealing 'contemporary developments 
in this medium' by artists from Maningrida and Yirrkala entered the collection, along 
with 'a rare collection of 1960s oval barks and panels from Port Keats'. Several 
paintings by Desert artists were purchased, including an unusual work by Clifford 
Possum Tjapaltjarri which marked a departure from his previous style. This acquisition 
was presented as evidence of 'the Gallery's commitment to developing profile 
collections of significant artists', although this was only one of three Clifford Possum 
works owned by QAG, an indication that despite continuing efforts, the collection was 
still not extensive. A painting by Pantjiti Mary McLean and five Ilmas by Kimberley 
artist and Bardi elder Roy Wiggam were also acquired, but the Gallery's representation 
of work by artists from Queensland was only addressed by purchases of works by Sue 
Elliot and Judy Watson.10 
While these selections indicate that acquisitions were diverse, over the period from mid 
1995 to mid 1997 the balance and character of the collection altered overwhelmingly so 
that it was more in line with those of other state art galleries, most of which, by the mid 
1990s, were actively seeking to present an overview of the diverse forms oflndigenous 
9 Queensland Art Gallery, Queensland Art Gallery Annual Report 1995-96, 26. 
10 Queensland Art Gallery, Queensland Art Gallery Annual Report 1996-97 (South Brisbane: Queensland 
Art Gallery, 1997), 24. 
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art practice. 11 The substantial development of QAG's holdings of Aboriginal art was 
noted in a 1996 internal review of collection policies, where it was confidently claimed 
that the Indigenous collection 'is now of significance nationally', and that the projected 
exhibition program would facilitate a repositioning of Indigenous Australian art 'from 
the margins to the mainstream' .12 Certainly, many important works entered the 
collection during this time and QAG's small Indigenous art collection was greatly 
enhanced, but this occurred at the expense of any concurrent initiatives to build a 
multifaceted collection of work by Queensland Aboriginal and Torres Strait Islander 
artists. 
Not only was Queensland Aboriginal art advocated as a profile area in the institution's 
1988 Acquisition Policy, but it was also a logical field in which the Gallery could 
differentiate itself from other galleries. The AGW A and AGSA, both similar sized 
institutions to QAG, had successfully developed depth in areas of local and regional 
significance, while simultaneously building a broad representative collection. In this 
way they could achieve a degree of distinction in their Indigenous collections and play a 
role in foregrounding and legitimising the art of the state or region. Such actions did not 
happen to the same extent at QAG which meant that the Gallery was not establishing 
any outstanding degree of distinctiveness in this realm, compared to its efforts in the 
field of contemporary Asian art. 
In building its Indigenous art holdings, the Gallery was somewhat disadvantaged by not 
receiving donations of major collections, unlike several other public institutions. In 
Chapter three I outlined the collecting activities of various public galleries from the mid 
1980s and demonstrated how several institutions took the initiative to expand their 
Aboriginal art collections in a very short time. Even though some art museums, such as 
the AGNSW, were initially slow to do so, once the commitment was made substantial 
resources were directed towards achieving this goal. Such actions also resulted in the 
donation of major Aboriginal art collections for several public galleries, but this was not 
the case for QAG whose Asian art initiatives were more successful in garnering 
significant corporate and private support. 13 
11 See Susan Cochrane, ed., Aboriginal Art Collections: Highlights from Australia's Public Museums and 
Galleries (Sydney: Craftsman House, 2001 ). 
12 Queensland Art Gallery, 'Periodic Review and Analysis of Collection Policies,' ( 1996), 2. 
13 An exception was the substantial support from ARCO which facilitated the majority of the Balance 
acquisitions. 
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In the 1996 policy review, Neale detailed some areas in which the institution could 
diversify its collection, indicating that 'with the historic gaps in the Collection generally 
attended to', acquisitions for the following five years would shift to collecting in 'three 
major areas' .14 These nominated fields, which had also been identified by West in the 
earlier 1993 collection review, 15 consisted of 'firstly the regions, particularly northern 
Queensland such as Aurukun; secondly three dimensional works, particularly large 
sculptural pieces; and thirdly fibre arts which are almost totally absent from this 
Collection' .16 Earlier acquisition projections such as building on holdings of 
Queensland works or developing a specialist collection of Indigenous textiles had been 
progressed to a limited degree, and while Neale's analysis revealed significant areas for 
development, the question remained as to what extent they would be achieved. 
Pathways 
Works from QAG's newly augmented Aboriginal collection were presented in 
Pathways 1 - Changes and Exchanges, the first exhibition curated by Neale at the 
Gallery, held in late 1995. The project had been conceived as a follow-up to Balance 
some time prior to Neale's arrival, but subsequently shifted in emphasis to focus 
entirely on works from the collection. Although Body and Soul, presented in 1993, was 
a collection-based display, Neale claims that Pathways 1, which included 130 works, 
enabled the Gallery's Aboriginal art collection to be 'fully represented for the first 
time'. Despite working within the constraints of what was still a comparatively small 
Indigenous collection, Neale was able to use this exhibition and elements of 
presentation and display to communicate particular messages about the multifarious 
nature of Aboriginal art practice, and to reiterate some of the ideas conveyed in 
Balance. Neale remarks: 
14 Queensland Art Gallery, 'Periodic Review and Analysis of Collection Policies,' 2. 
15 Margie West, 'The Queensland Art Gallery Aboriginal Collections, Proposal for Future Acquisitions 
Policy,' (Queensland Art Gallery, January 1993). 
16 Queensland Art Gallery, 'Periodic Review and Analysis of Collection Policies,' 2. In the 1996 Policy 
Review, Neale also noted: 'The collection is unrivalled in its representation of work from the state it 
primarily serves (38% compared with an average 5% in other state galleries) and in the diversity of work 
included which ranges from grassroots community expressions to nationally and internationally 
acclaimed artists'. As indicated in Chapter four, however, statistics reflecting work by Queensland 
Indigenous artists were affected by the large number of small items such as jewellery and painted rum 
bottles acquired from Balance. 
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The perceptions I'm trying to correct are that Aboriginal art is homogenous, it 
always has dots and circles, or it's on bark; secondly, that the only 'authentic' 
Aboriginal art is from traditional areas ... We're reinforcing the fact that 
Aboriginal art is very diverse.17 
This approach was one that Neale had employed in her previous position as Co-curator, 
with Daphne Wallace, of the Yiribana Gallery, the AGNSW's expanded display space 
for Aboriginal art, which opened in 1994. Yiribana' s display philosophy included the 
application of thematic presentations and an avoidance of groupings according to c,late, 
geography ot medium in order to counter stereotypical conceptions of 'authenticity' in 
Indigenous art practice. It frequently focused on issues of cultural survival and the 
program also included artist residencies and performances in order to communicate a 
sense of a dynamic 'living' culture.18 Neale subsequently implemented some of these 
strategies at QAG, although several practices, such as thematic arrangement and 
culturally-influenced presentation formats had already been employed at the 
Queensland institution. At Yiribana, for example, works are sometimes shown 'in the 
way their creators envisaged them ... paintings from the Central Australian desert 
representing topographical 'maps of country' may be laid flat on plinths to enable the 
public to view them from above' .19 As indicated in Chapter four, this was a strategy also 
employed at QAG in the early 1990s when MacAulay presented a Nym Banduk 'map of 
country' in this manner. 
Fig 6.2 Display at Yiribana Gallery at the AGNSW in 1995 showing mixed display and paintings 
laid flat. 
17 Neale quoted in Sue Smith, 'Indigenous art redefined,' The Courier Mail, 7 September 1995, 33. 
18 Margo Neale, 'Past Present Continuous: The Presentation and Interpretation oflndigenous Art,' in Past 
Present: The National Women's Art Anthology, eds. Joan Kerr and Jo Holder (Sydney: Craftsman House, 
1999), 21-29, Hetti Perkins and Ken Watson, 'Art Gallery of New South Wales, Sydney,' in Aboriginal 
Art Collections: Highlights from Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: 
Craftsman House, 2001), 40-41. 
19 Perkins and Watson, 'Art Gallery of New South Wales, Sydney,' 41. The Eora word 'Yiribana' means 
'this way' and according to Perkins and Watson 'implies a philosophical multiplicity of direction'. 
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Pathways, which mainly featured Indigenous works, drew on the idea of trade routes 
and investigated notions of cultural exchange between Aboriginal, and to a lesser extent, 
non-Aboriginal groups. The exhibition explored shared stories, recurring references, and 
a 'continuum of cultural themes through time, linking contemporary art with ancient 
art'. Works were organised on the basis of various forms of relationship and grouped 
around four cultural themes: 'Shared Stories' reflecting common ideas and beliefs, 
'Open Borders' examining exchanges across regional and cultural boundaries, 'Past, 
Present Continuous' revealing cyclical notions of time, and 'Contact' investigating the 
results of various forms of extra-cultural contact. A thematic approach had previously 
been used effectively in Your Collection Revealed and Balance as a response to 
collection limitations, a means of breaking down rigid curatorial boundaries and a way 
of revealing works in a different light. Neale employed this strategy for similar reasons, 
noting it provided 'a method for deconstructing European hierarchies of gender, genre, 
medium and region' - classificatory strictures that can be problematic because of their 
potential to perpetuate cultural stereotyping and rigid notions of authenticity. 20 
Pathways conveyed the idea that Indigenous art can be both fixed and fluid, frequently 
grounded by traditions and informed by cultural specificities yet at the same time 
dynamic, innovative and responsive to 'changes and exchanges'. The exhibition also 
presented Aboriginal art as heterogenous practice, displaying a diverse array of works, 
many of which had been acquired from Balance. In this way it provided an alternative 
perspective to principles of 'assimilation' or 'exoticising', discussed already in Chapter 
four, which have often underpinned the presentation of non-Western art in gallery and 
museum contexts. By 1995 the curatorial ideas presented in Pathways did not amount to 
a radical stance, yet considering how rapidly previously marginalised forms of 
Aboriginal art had shifted in status in the gallery environment, the exhibition was 
significant in contributing to a discourse advocating the representation of Indigenous art 
in multiple ways in order to convey its complexities and legitimise its various 
manifestations. Overall, the exhibition was favourably received and despite the fact that 
QAG's Indigenous collection needed further development and depth, the strength of 
selected works and effectiveness of the display were sufficient to prompt reviewers 
20 Neale, 'Past Present Continuous: The Presentation and Interpretation of Indigenous Art,' 25, Perkins 
and Watson, 'Art Gallery of New South Wales, Sydney.' 
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George Petelin and Bronwyn Watson both to remark on the Gallery's 'astute purchasing 
1. ' 21 po icy. 
In Pathways, notions of fluidity were reflected in the inter-relationships between the 
four organisational groupings. A non-linear, non-chronological approach was adopted 
which, according to Neale, suggested Indigenous cultural perspectives, 'evoking a sense 
of cyclical time embodied in ceremonies, a non-linear logic based on fluid patterns of 
songlines or journey lines ... continuously flowing into each other with no beginning or 
end'. 22 Neale also explains how the exhibition was set up to express inter-connections, 
and to allow associations to be made between works: 
For example, Noel Doyle's Turrubul, 1989, an urbanised land-map of the 
Brisbane area depicted in traditional Wes tern Desert visual language, was 
located at the intersection of the pathways of 'Past Present Continuous' and 
'Shared Stories' because it draws on the work of Western Desert artists on the 
pathway which led up to it, while its reference to the rainbow serpent as the 
creator of the land was the focus of the 'Shared Stories' pathway leading the 
other way. Ann Newmarch's work from her series, As the Serpent Struggles, 
1987, carried on the image of the serpent as an all-powerful life force from 
'Shared Stories' to 'Contact' .23 
Fig 6.3 Installation view from Pathways showing work by Queensland Indigenous artists Ken 
Thaiday (front) and Ron Hurley (right). 
21 George Petelin, 'Pathways 1, Vincent Serico,' The Australian, 22 September 1995, 12, Bronwyn 
Watson, 'Pathway to the Pacific,' The Bulletin, 17 October 1995, 90. 
22 Neale, 'Past Present Continuous: The Presentation and Interpretation of Indigenous Art,' 25. 
23 Ibid . 
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Other juxtapositions reinforced the notion that cultural authenticity is not defined by 
age, media or region. Two versions of the Wagilag Sisters story were displayed in 
adjacent positions, with a 'classic' bark painted by David Djulwarak from around 1970 
located alongside a 1992 lithograph by Philip Gudthakudthay in order to show 
contemporary re-workings of traditional beliefs. Another grouping partnered 
Namatjira's Central Australian Gorge (c.1940) with Central Australian Landscape 
(1936) by Rex Battarbee, the non-Aboriginal artist who instructed Namatjira and other 
Hermannsburg painters in watercolour techniques. Alongside these paintings was 
another naturalistic landscape by Darwin watercolourist and Aboriginal flag designer 
Harold Thomas. The inclusion of works by a white artist, Battarbee, in an exhibition 
showcasing Indigenous art shifted the meanings communicated by this combination of 
paintings. Placed in a context conveying culturally pertinent information they 
demonstrated that, while artists such as Namatjira and Thomas were influenced by 
Western painting, their work 'told a story of difference rather than similarity ... of 
quotation rather than conformity,' revealing that 'these Aboriginal artists were painting 
with "country in mind"'. 24 
Balance had involved lengthy, complex consultation processes in order to incorporate 
various Aboriginal perspectives and although this extensive approach was not employed 
for Pathways which was a collection-based display, cultural protocols were addressed 
and the local Murri community was involved in the opening events. For example, the 
exhibition's official opening was integrated into a Murri family day titled 'Ngadli 
bandara beren - We are strong today', and attracted more than 1100 attendees. Neale 
explains that the relaxed, inclusive event was culturally appropriate because: 
.. .it allowed Murri and Torres Strait Islander performers, story-tellers and 
community members to own this day of cultural education. In traditional terms 
the exhibition was ceremonially 'sung in', albeit symbolically. Correct protocols 
were observed, with an elder from Jagera country welcoming people to his 
country and elders from the community endorsing the project by attending with 
damper and other gifts. 25 
Through these actions, the Gallery built on connections with the Murri community 
which had been established through the processes of mounting Balance. 
24 Neale, 'Queensland Art Gallery, Brisbane,' 57,59. 
25 Neale, 'Past Present Continuous: The Presentation and Interpretation oflndigenous Art,' 29. 
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The limited inclusions, in Pathways, of works by white artists such as Newmarch, 
Battarbee, Michael Eather, Christopher Hodges and others, was an interesting 
manoeuvre because it reversed more common art museum exhibition strategies which 
entail either separating Aboriginal art or absorbing it in discrete numbers into larger 
displays of non-Indigenous Australian art. As indicated in Chapter four, QAG had 
previously used juxtapositions as an effective component of its display rationale, and 
Pathways both reinforced and developed this methodology. It presented a 'de-
marginalised' Aboriginal art exhibition, simultaneously asserting collective and cultural 
specificities while also demonstrating that meaningful messages can be conveyed 
through relationships that do not necessarily entail assimilation into a larger cultural 
whole. The thematic approach adopted in this instance was effective partly because the 
exhibition incorporated a varied selection of work, in a broad range of media, by artists 
from diverse regions, created over a number of decades span. This format is not 
necessarily the most appropriate for all exhibitions of Indigenous art and when the 
Gallery presented a major exhibition of work by Emily Kngwarreye a few years later, a 
different strategy was explored. 
Planning futures 
QAG' s centenary year was a pertinent time for the Gallery to determine future 
directions, and these were outlined in its 'Corporate Plan 1996-98'. This document, 
which detailed the institution's objectives, strategies and performance indicators for the 
following three years included a strong emphasis on collection development. A strategic 
focus which 'underpins government policies' was outlined in the document, with 
specific mention being made of Aboriginal and Asia-Pacific art. Prominent in the 
institutional goals were to: 
• collect and exhibit Australian and International art including the art of the 
Aboriginal and Torres Strait Islander peoples and the art of the Asia-Pacific 
region; 
• extend and consolidate links in the Asia-Pacific region; 
• continue to position the Gallery as an art museum of national and international 
standing. 
In addition, it was noted that 'in certain areas across the Collection, the acquisition of 
key works of art and the enhancement of profile collections will take precedence over 
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the more general application of the acquisitions policy and its funds'. 26 These directives 
enabled QAG to continue to develop those areas, such as contemporary Asian art, 
through which it could distinguish itself from other institutions and enhance its 'national 
and international standing'. They also allowed for the Gallery to 'catch up', or 
differentiate itself through other profile collections, including Aboriginal art. The new 
Corporate Plan also reaffirmed the institution's desire to assert and develop its position 
in the field, and reveals that the Gallery's aims, particularly in its increasing 
engagement with the Asia-Pacific region, were aligned with state government policies, 
resulting in ongoing financial support for the Asia-Pacific Triennials. 
With the expansion of the collection and program activities came the corresponding 
need for increased exhibition space. Hence, the Corporate Plan also detailed the need to 
'undertake forward planning on extending the institution's physical capacity' to meet 
future requirements. For some time there had been an awareness of the limitations of the 
Gallery space, with Hall noting that since 1990, QAG had been 'bringing to the 
attention of respective governments the limitations of the existing building'. 27 A 
successful response was finally achieved in late 1997, when State Cabinet approved 
planning for a second major exhibition venue, the $80 million Queensland Gallery of 
Modern Art (QGOMA), a decision which, in part, endorsed the institution's 
achievements in gaining national and international prominence through projects such as 
the Triennials. 
Making a name with Emily 
Immediately following Pathways 1, a small exhibition, Regions and Rituals: The Art of 
Regional Queensland intermingled works from the collection created by both 
, 
Indigenous and non-Indigenous artists, providing a focus for the work of practitioners 
living and working 'beyond Brisbane'. The Second Asia-Pacific Triennial in 1996 
provided a further opportunity for examining Aboriginal art in the context of cross-
cultural influences, and featured some Indigenous Australian works in an interconnected 
grouping with Pacific artists. Two years later, QAG received significant recognition for 
another exhibition of Aboriginal art, but one which differed from previous shows as it 
26 Queensland Art Gallery, 'Corporate Plan 1996 - 98,' (1996), 1. 
27 Ibid. 
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marked the first time the Gallery had presented a major survey of the work of an 
individual Indigenous artist. In 1998 the institution presented a retrospective of the work 
of Emily Kame Kngwarreye, who in the brief period of her painting career from late 
1988 until her death in 1996, had achieved canonical status.28 While the exhibition and 
its attendant discourse contributed to the mythologising surrounding Kngwarreye, from 
QAG' s perspective the project was significant in boosting its own legitimacy as a 
prominent player in the exhibition and display of Indigenous art. 
Emily Kame Kngwarreye - Alhalkere - Paintings from Utopia (henceforth referred to in 
this study as Emily) was claimed by QAG as a 'landmark exhibition', being 'the first 
retrospective exhibition of an Aboriginal artist held in this country by a public 
institution, and the first time an exhibition devoted to an Indigenous artist has toured 
nationally'. 29 It also involved challenges for the Gallery in its efforts to present 
Kngwarreye as both a major contemporary artist, utilising a Western monographic 
model, while simultaneously acknowledging and conveying cultural specificities 
informing her artistic practice. 
Emily Kame Kngwarreye was a senior Anmatyerre woman who held custodianship over 
certain Women's Dreaming sites in her clan country Alhalkerre, more commonly 
known as Utopia, a region situated north-east of Alice Springs and comprising five 
places or 'countries'. 30 Like other women in her community, in the 1970s and 1980s 
Kngwarreye was involved in translating traditional stories onto batik fabric lengths, but 
in the summer of 1988-89 these artists were encouraged to produce work in acrylic on 
canvas. The resulting paintings from Utopia were presented in an exhibition at Sydney's 
SH Ervin Gallery in 1989, bringing attention to art from this region. With their 
dynamic gestural markings, paintings by the octogenarian Kngwarreye stood out, and 
the artist went on to develop a practice characterised by expressive freedom, bold use of 
colour, and striking shifts in direction. In her brief painting career lasting only eight 
years, Kngwarreye's output was prolific, amounting to an estimated 3000-4000 works. 
Her paintings were exhibited frequently, in 1992 she was awarded a prestigious 
28 This eight-year career refers to the time span in which Kngwarreye painted in acrylic on canvas. Prior 
to this she had created many batik textile works and painted ceremonially for most of her life. 
29 Queensland Art Gallery, Queensland Art Gallery Annual Report 1997-98 (South Brisbane: Queensland 
Art Gallery, 1998), 8. 
30 Margo Neale, 'The Utopia Room,' Museum National 7, no. 1 (August 1998): 11. In an exhibition label 
Anne Brody points out that Kngwarreye's 'country', Alhalkere, 'is technically outside Utopia'. 
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Australian Artists Creative Fellowship, and in 1997 she was one of three Aboriginal 
women artists whose work was selected to represent Australia at the Venice Biennale. 
From early in her painting career, Kngwarreye's work became increasingly sought after 
and her status in the artworld was accordingly enhanced. The artist's meteoric success 
became something of a phenomenon, causing reviewer Sue Smith to quip 'some people 
are wondering if we'll all be "Emily-ed out" in '96', when referring to the frequent 
showings of the artist's work at the time. 31 This escalating trajectory also occurred at a 
time when the Desert painting movement had achieved a position of orthodoxy and 
acceptance as legitimate contemporary art. Roger Benjamin summarises the situation, 
observing: 
The eyes of metropolitan Australian audiences had been prepared ... across the 
race divide, to the gestures of prominent male artists like Clifford Possum 
Tjapaltjarri and Michael Nelson Tjakamarra. It took just a few years for 
Kngwarreye, a previously obscure batik artist, to achieve a similar public 
standing and then, in a torrent of adulation cut short at her death, eclipse her 
countryman. 32 
Co-existing with this success, and arguably contributing to it, was the mystique 
surrounding Kngwarreye's work, in part because of her senior status within her 
community, and also because of the artist's decision to speak so little about her practice. 
In his insightful catalogue essay Roger Benjamin analyses this effect and Emily's 
artworld triumphs, by arguing that Kngwareye' s art practice could be aligned with 
certain myths and conventions - such as 'the abstract disposition' and 'the cult of 
genius' - underlying Western art. In this way he demonstrates how Kngwarreye's art is 
both distinctive yet also contains all the seeds of artworld orthodoxy. Benjamin's 
analysis concludes by advocating that 'the time is ripe to escape the dominant 
Eurocentric reading' of Kngwarreye's work for something 'more attuned to Aboriginal 
cultural values'. While Benjamin's comments primarily address the reception of the 
artist's work, they are pertinent to the dilemmas faced by the Gallery in its presentation 
of Kngwarreye's oeuvre. 33 
31 Sue Smith, 'Asians, Aboriginals top in art,' The Courier Mail, 30 December 1995, 18. The recognition 
achieved by Kngwarreye had led to her frequently being simply referred to as 'Emily', as Smith's article 
indicates. 
32 Roger Benjamin, 'A New Modernist Hero,' in Emily Kame Kngwarreye - Alhalkere - Paintings from 
Utopia, ed. Margo Neale (Melbourne: Queensland Art Gallery and Macmillan Australia, 1998), 47. 
33 Ibid., 47-54. Rex Butler, John McDonald and others countered Benjamin's conclusion. See Rex Butler, 
'Emily Kame Kngwarreye and the Undeconstructible Space of Justice,' Eyeline, no. 36 (Autumn-Winter 
1998), John McDonald, 'Eyeing the Dots,' The Sydney Morning Herald, 4 April 1998. 
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No public institution had thus far presented a solo exhibition of Kngwarreye's work or 
organised any 'sustained attempt to address her achievement as a contemporary 
Australian artist'. 34 In redressing this state of affairs through a retrospective exhibition 
which toured to major Australian galleries, an accompanying scholarly publication, and 
'the first forum on this artist', QAG confidently claimed that it was advancing its 
national profile and making 'Australian art exhibition history'. 35 Hall further indicated 
that the Gallery saw its role as 'facilitating an event of national and international 
significance and, more importantly, paying the nation's dues to one of its most 
important artists' .36 QAG's actions reflected an additional shift in the presentation of 
Indigenous art as there had been few solo exhibitions of work by Aboriginal artists in 
Australian art museums. Nicholas Thomas argues that curators had largely avoided 
isolating particular artists from tradition-based communities because 'the framework of 
Aboriginal society gave it a communal basis that could only be distorted by individual 
attribution and by the discourse of individual creativity. These concerns, needless to 
say, were antithetical to the market, in which the signature ... is vital to the 
differentiation of value'. 37 This is not to say that some artists, such as Michael Nelson 
Tjakamarra, Clifford Possum Tjapaltjarri and Rover Thomas, had not already achieved 
a high degree of individual prominence, while the presentation of Emily only further 
enhanced Kngwarreye's already impressive trajectory. 
Emily was a powerful marker of the shifting status of both Aboriginal art and individual 
practitioners within the artworld, and underlying QAG's comments about the 
significance of its efforts is the complex inter-relationship between artists and 
institutions in the processes of 'value production'. In the case of Emily, the Gallery was 
honouring an artist who had reached a position of eminence and orthodoxy but this 
action, in turn, allowed the institution to 'advance its national profile' and boost its own 
position. In an iterative process, QAG had contributed to the increasing legitimisation of 
diverse forms of Indigenous art, but once an artist such as Kngwarreye had achieved a 
degree of significant recognition, the prominent presence of her work in the Gallery, 
reinvested symbolic capital and advanced the status accrued by the institution. 
34 Margo Neale, 'Introduction,' in Emily Kame Kngwarreye - Alhalkere - Paintings from Utopia, ed. 
Margo Neale (Melbourne: Queensland Art Gallery and Macmillan Australia, 1998), 5. 
35 Queensland Art Gallery, Queensland Art Gallery Annual Report 1997-98, 12. 
36 Doug Hall, 'Preface,' in Emily Kame Kngwarreye - Alhalkere - Paintings from Utopia, ed. Margo Neale 
(Melbourne: Queensland Art Gallery and Macmillan Australia, 1998), 3. 
37 Nicholas Thomas, 'A Compelling Vision,' Asian Art News (May-June 1998): 48. The NGA's first 
exhibition devoted to the work of an individual Indigenous artist was The Art of George Milpurrurru, in 
mid 1993, followed by Roads Cross: The Paintings of Rover Thomas, in early 1994. 
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Despite Kngwarreye's importance, QAG only owned one painting by the artist, Wild 
Potato Dreaming (1990), purchased in the year of its production. Neale set about 
redressing this situation by acquiring in 1997, an eighteen-panel work by Kngwarreye, 
Utopia Panels (1996), 'the final major work before her death and her only work 
commissioned by a public gallery' .38 The NGV and the NGA, in particular, held 
outstanding works by the artist, Big Yam Dreaming (1995), acquired by the NGV in that 
year, and the magnificent multi-panelled painting The Alhalkerre Suite (1993), 
purchased by the NGA, both of which were included in the retrospective. QAG hoped 
to attain a similarly iconic work, although the resulting painting, created shortly before 
the artist passed away, was not one of Kngwarreye's strongest. The commission was 
intended by the Gallery for inclusion in the retrospective, and designated for display 
along the entire length of the wall above the Watermall' s shallow pool. In the aftermath 
of the exhibition several more works were acquired by QAG - three Yam Dreaming 
paintings, all from 1995 and two early Untitled paintings, both created in 1989 - with 
the two groups entering the collection in 1998 and 1999 respectively. In this sense it 
was somewhat surprising that the institution would be presenting a major exhibition of 
Kngwarreye's work as the artist had not been well represented at the Gallery up to that 
point. 
Emily Kame Kngwarreye -Alhalkere - Paintings from Utopia, opened at the Gallery on 
20 February 1998 and was on display until April, after which it toured to the AGNSW, 
the NGV and the NGA. In Brisbane, over 50 000 visitors attended the exhibition, which 
was installed in prominent spaces within the institution, taking up five galleries, 
including Galleries One and Two opposite the entrance, as well as the exhibition 
galleries and Waterman area downstairs. Kngwarreye's prodigious output ensured that 
the retrospective would be comprehensive, and the curatorial team faced a challenge in 
choosing from such an extensive oeuvre. Selections were eventually narrowed to 
include 91 works consisting of 192 pieces, including seminalpaintings and pivotal 
works reflecting 'important interconnections' and 'lines of continuity between her first 
and last paintings'. 39 
38 Queensland Art Gallery, Queensland Art Gallery Annual Report 1996-97, 24. 
39 Hall, 'Preface,' 3, Queensland Art Gallery, Queensland Art Gallery Annual Report 1997-98, 14. 
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Fig 6.4 Installation views from Emily 
Kame Kngwarreye -Alhalkere -
Paintings from Utopia, at QAG 
Emily was a complex and difficult project and reflected a considerable achievement on 
the part of Neale and her team.40 Like Balance and Pathways before it, Emily involved 
consultation, collaboration and elements of shared ownership with Indigenous 
community members, as the processes of production became an integral aspect of the 
exhibition itself. Understandably, it was necessary to secure the approval of the artist 
herself, and Kngwarreye was named as one of three Indigenous participants in the small 
curatorium which also included Neale and Debra Bennett McLean. In addition, 
specialist advice was obtained from non-Indigenous consultants such as Christopher 
Hodges and Anne Marie Brody.41 Consideration oflndigenous protocols became crucial 
40 Susan McCulloch gives a precis of some of the obstacles in mounting the exhibition, foremost of which 
was the artist's death during the exhibition's development and the cultural mourning practices that 
potentially could have affected or halted proceedings, the mixed quality of the artist's output, questions 
over 'authorship ' of many works, dealer in-fighting, and narrowing selections from her extensive oeuvre. 
Susan McCulloch, 'Emily's country,' The Weekend Australian Magazine, 7 February 1998. 
4 1 Hodges was Director of Utopia Art Sydney while Brody was curator of the Holmes a Court Collection. 
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when the elderly artist passed away in late 1996, during the exhibition's development. 
At this point certain Utopia community members took on the role of providing advice 
pertinent to the exhibition's development. Proscribed mourning practices needed to be 
observed, although Hall remarks that Emily had declared 'in the event of her death the 
exhibition should proceed as originally planned' and that 'despite protracted mourning 
restrictions ... respect for her wishes has remained an important consideration' .42 
In practical terms, an acknowledgment of 'sorry business' meant that certain issues, 
such as mention of the artist's name and the inclusion of images of Kngwarreye in the 
exhibition, needed to be negotiated with community elders. Neale cites a particular 
example, noting that a photograph of Kngwarreye conveying her ceremonial status was 
'approved for viewing in the culturally sanctioned Utopia Room' but not 'for use in the 
accompanying book'. In the latter case, 'a portrait of Emily as an artist and not a 
ceremonial figure' was selected instead.43 Such observations of Indigenous practices in 
a gallery environment shows not only that Aboriginal art had been legitimised in such 
spaces but that institutions such as QAG were prepared to incorporate differing cultural 
perspectives within exhibition processes. 
As work from Utopia was being presented in Jagera/Turrubul 'country', the local Murri 
community was invited to be involved in the project. The Gallery's Indigenous 
Community Consultative Committee supported the exhibition's development while 
various community members acted as 'cultural custodians'. Neale comments on the 
division of roles, remarking that 'while the Gallery was responsible for the art works as 
objects, it was only the local Indigenous community who could be cultural host to the 
Utopia community and ensure that the spiritual life of the works was acknowledged and 
"looked after'". Utopia community elders and relatives of Kngwarreye subsequently 
travelled to the Gallery, bringing objects of cultural and ceremonial significance, 
attending the opening, and culturally sanctioning the show by 'touching and singing the 
works into place' .44 Neale asserts that the exhibition was equally about 'paintings' and 
42 Hall, 'Preface,' 3, Neale, 'The Utopia Room,' 12. Neale details the processes of consultation in Margo 
Neale, 'Emily Kame Kngwarreye: Alhalkere - paintings from Utopia exhibition, Queensland Art Gallery,' 
in Taking the Time, ed. Ann Baillie (Brisbane: Museums Australia Inc (Qld), 1998). 
43 The Gallery was pro-active in communicating, in labels and other related exhibition materials, that it 
had received appropriate community approvals for the use of Kngwarreye's name and images. 
44 Neale, 'The Utopia Room,' 12. 
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'process' and because of these collaborative activities and particular display strategies, 
QAG claimed the exhibition advanced 'a new museological model'. 45 
Fig 6.5 Utopia elders and community members attended the opening of Emily. From left: 
Greeny Purvis Petyarre, Fred Torres, Sammy Petyarre, Barbara Weir, Gloria Petyarre, 
Rosemary Petyarre, Joy Petyarre, and Lily Sandover. 
A new museological model 
Neale was faced with a dilemma in the presentation of Emily, which concerned 
'acknowledging differences' between Kngwarreye's status as a contemporary 
Australian artist and her situation as an Anmatyerre woman living in a community 
grounded in cultural traditions which influenced her practice. The curatorial quandary 
involved effectively communicating both these positions and although this is a question 
frequently faced by curators in representing differing cultures, it was exacerbated in the 
case of a solo exhibition and in the particular instance of Kngwarreye. Neale 
summarises this predicament: 
There was the issue of how to present a single indigenous artist's work ... using 
a European model of the monograph in 'white spaces', within a tradition that 
was alien to Emily's lineage? We had a responsibility to fully acknowledge the 
differences: the cultural traditions that informed her work, her living 
environment, work practices and her community at Utopia of which she was an 
integral part. At the same time we also had to present a successful show of 
contemporary Australian art which was not marginalised through cultural 
difference. 46 
In practical terms, particular exhibition strategies needed to be employed to address 
these seemingly incommensurable positions; incorporating Indigenous cultural values 
as Neale and Benjamin suggest, but also acknowledging Kngwarreye's status as an 
45 Queensland Art Gallery, Queensland Art Gallery Annual Report 1997-98, 14. 
46 Neale, The Utopia Room,' 12. 
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acclaimed contemporary artist and using the representational practices of the art 
museum to reinforce this. Various signifying conventions can be employed in 
museological practice and these have been deconstructed over the last 20 or more years 
by artists, curators and through the discourse of the new museology. One seminal 
exhibition that examined ways in which display practices can influence Western 
perceptions of art from 'other' cultures was Art/artifact, curated by Susan Vogel. The 
exhibition, which originated in New York and toured American museums and galleries 
from 1988-90, presented African art objects and non-art objects in several differing 
installation styles identifiable by particular characteristics. Its aim was to show how 
such works could be perceived differently in the context of various exhibition 
environments, demonstrating the role of the museum or gallery in affecting meanings 
conveyed. 
In Art/artifact similar works were positioned in different spaces in organisational 
arrangements that connoted messages of varying status and significance. A 'curiosity 
room', for example, combined a jumbled assortment of hand-crafted and natural objects 
organised without aesthetic intent, and communicated a message that these were 
'interesting but almost unknowable objects'. Abundant context in the form of text and 
pictures, and the display of many objects presented as 'equal' in value, characterised a 
space evoking an ethnographic or natural history museum, in which objects were 
organised to 'illustrate points about African culture' rather than for their intrinsic or 
aesthetic qualities. A further section screened an unedited, untranslated video of the 
ceremonial installation of a memorial grave post, accompanied by a label stating that 
only the original audience could authentically experience this work and that 'all other 
settings were inauthentic and arbitrary to a greater or lesser degree' .47 
Two additional areas alluded to exhibition styles characteristic of the art gallery and art 
museum. These featured white, uncluttered spaces, minimal information, an emphasis 
on formal qualities in display, and the use of 'sanctifying' spotlights. There was a 
privileging of aesthetics in these particular spaces in which objects were presented as 
valuable, unique items, isolated from any originating contexts.48 These latter approaches 
elevate the object to a position of prestige and create a climate for a 'pure' appreciation 
47 Susan Vogel, 'Always True to the Object, in Our Fashion,' in Exhibiting Cultures: The Poetics and 
Politics of Museum Display, eds. Ivan Karp and Steven D Lavine (Washington & London: Smithsonian 
Institution Press, 1991 ), 191-204. 
48 Ibid. 
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of the object itself, unhindered by the intrusion of distracting contextual material. They 
facilitate appreciation on the basis of 'universal' aesthetic qualities, although notions of 
such universal principles could also be considered a Western cultural construct. The 
video space and history museum display communicated an opposing position, 
attempting to convey a sense of the maker's environment and cultural perspective, to 
immerse the viewer in the artist's world-view. The curiosity room is interesting in that it 
fails to classify, apart from conferring a status of being 'collectable', and leaves the 
object as 'unknowable' in either of the above senses. 
These differing interpretative perspectives were also investigated by Rex Butler in his 
analysis of exhibition strategies employed in Emily. Drawing partly on anthropological 
theory, Butler summarises two approaches to 'seeing' non-Western art, the 'etic' and 
the 'emic', which he explains thus: 
The emic attempts to see things from the point of view of tribal participants 
themselves, to enter as far as possible into their world. The etic acknowledges 
that we cannot do this, that we are only able to perceive things through our own 
(European) point of view .49 
Considered in the context of Vogel's installation styles, a 'white cube' gallery approach 
might be seen as appropriate for the presentation of Kngwarreye's work, which was 
created specifically for the art market, although such a position reflects a notion of the 
'etic' and allows for the attribution of meaning by the dominant culture. Disadvantages 
of this style are that the resulting display could be read as only a partial representation, 
and an appropriation of Kngwarreye's practice by Western modes of interpretation. The 
'emic' approach theoretically gives greater voice to the artist although, as Art/artifact's 
grave post installation video suggests, the presentation of culturally specific work in a 
gallery environment can distance and detract from a deeper or more 'authentic' 
understanding of culturally informed work. 
The Utopia Room and the poetics and politics of display 
Is it necessary then, to reduce display to a singular installation strategy or is a pluralist 
methodology feasible? The presentation of various perspectives in Balance and the 
Triennials was primarily reflected in content choices, the incorporation of artists' 
49 Butler, 'Emily Kame Kngwarreye and the Undeconstructible Space of Justice,' 25. 
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voices, and to a lesser extent, through installation styles. Nevertheless, this embracing 
of multiple views resulted in an overall lack of coherency. Emily was somewhat 
different since the exhibition examined the work of a single artist, potentially allowing 
for a clearer and more coherent representation of divergent perspectives. The challenge 
- to convey Emily as an outstanding contemporary artist within a Western art historical 
tradition and to somehow allow viewers to enter her world - was resolved by not trying 
to fuse these diverse approaches into a comfortable synthesis. Instead, the 'emic' and 
the 'etic', as Butler observes, were simply presented as two co-existing and 
irreconcilable 'truths', allowing viewers to draw their own responses in the spaces 
between these two 'worlds'.50 This was addressed by seeing the exhibition as 'two sites 
of engagement, that is, Utopia, the place of production and the Gallery, the place of 
consumption' with the art presented in typical 'gallery style', but connected with a 
created space, the Utopia Room, which functioned as both a 'cultural environment' and 
'keeping place'. According to Neale, this response was a means of mirroring 'the 
realities as they appeared to exist for the artist, within the limitations of a museum 
context', and acknowledging 'the cultural gap as an unavoidable reality' .51 In this way 
the exhibition was not attempting a neat assimilation: instead, it simply allowed for 
multiple ways of perceiving the same work, just as Art/artifact had done, although their 
curatorial intentions were different. 
Of the two 'sites', the gallery-style presentation, promoting Kngwarreye's position as a 
major contemporary artist, was dominant. Visitors were initially greeted by Emily's 
words in the form of a text panel quoting one of the artist's brief but definitive 
statements about her work, 52 and then overwhelmed by the extensive display of 
Kngwarreye's paintings and batiks which, as indicated, were spread over two levels and 
five galleries, including the dominant entrance spaces and the length of the Waterman. 
Works were organised according to a loose chronological structure to demonstrate 
innovations, interconnections and 'lines of continuity' occurring in the artist's practice. 
The massive scale of some works and the influential status of others encouraged a 
disruption of a rigid temporal framework, with several iconic paintings being 
prominently positioned. Big Yam Dreaming (1995), which took up the entire wall in 
50 Ibid.: 25-26. 
51 Neale, 'The Utopia Room,' 12. 
52 Kngwarreye's much quoted statement is: 'Whole lot, that's whole lot, Awelye [my Dreaming], 
Arlatyeye [pencil yam], Arkerrthe [mountain devil lizard], Ntange [grass seed], Tingu [a Dreamtime pup], 
Ankerre [emu], Intekwe [a favourite food of emus, a small plant], Atnwerle [green bean] and Kame [yam 
seed]. That's what I paint, whole lot'. 
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Gallery One, could be viewed from both levels while the multiple panels of The 
Alhalkerre Suite (1993) were organised in a grid formation in a location which also 
allowed viewing from multiple perspectives. QAG's Utopia Panels (1996) commission 
dominated the Watermall, a space referred to by Neale on another occasion as the 
'heart' of the Gallery.53 While information panels were provided, the bulk of contextual 
material was confined to the Utopia Room. The exhibition's unfolding chronological 
development, the highlighting of masterpieces in dominant spaces, the scope and scale 
of the display, minimal contextual distractions, and the monumental size of many of the 
pieces, reinforced the message that the work of a major contemporary artist was being 
presented. 
An entirely different atmosphere was created in the Utopia Room. Compared to the 
open spaces characterising the rest of the exhibition, this area was dimly lit and 
enclosed. Only a limited number of visitors at a time could enter into this hushed zone 
which was both informative and mysterious, educational and 'unknowable'. Located in 
a corner on the Gallery's lower level, the room's physical space was also comparatively 
small, suggesting that it was essentially an adjunct to the main monographic 
presentation. Display methodologies were employed to counter this impression, by 
communicating the cultural significance of this 'site'. This section of the exhibition 
sought to give some sense of Kngwarreye's world view - her community and 
environment, as well as cultural and spiritual elements informing her work. 
The Utopia Room featured photographs and objects which evoked these 
interconnections. Photos of family and community members were interspersed with 
images of 'country' and amongst these was the profile portrait of Emily, discussed 
earlier, with the hole in her pierced nose echoed in a nearby image of a sacred rock 
formation embodying Alhalkere, 'the creator/ancestor ... from whom the surrounding 
country takes its name' .54 In a similar manner, a slide show presenting images of 
landscape, bush foods and flora, suggested visual analogies with markings in 
Kngwarreye's work, which was represented in this space solely by a video of the artist 
painting. Such associations were not overtly spelled out, as viewers were required to 
make visual connections, resulting in the creation of a predominantly 'poetic' rather 
53 Margo Neale, 'A Pacific Story. Screw the Rim: We Live in the Basin,' in The Second Asia-Pacific 
Triennial of Contemporary Art, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland 
Art Gallery, 1996), 56. 
54 Neale notes that Emily was 'the last Anmatyere woman to have her nose pierced in honour of this 
ancestor/creator'. Neale, 'The Utopia Room,' 11-12. 
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than didactic space. A limited amount of instructive material was provided in the form 
of wall texts combining maps, images and information on Utopia, its people and cultural 
practices. The intent was clearly not to 'over-ethnologise' the space by crowding it with 
contextual material, but rather to inform to a limited degree and allow viewers to 
actively construct connections. At the same time, the Utopia Room was constituted as a 
'sacred space' and 'spiritual domain' through the incorporation of display strategies and 
cultural practices that reinforced the 'otherness' of the artist. 
Fig 6.6 The Utopia Room 
While the Utopia Room combined a range of visual technologies, the narrow space was 
dominated by a centrally-placed, glass display case containing 'sacred rocks' associated 
with Emily's country and primary Dreamings. Senior male custodians of Alhalkere, 
Greeny Purvis Petyarre and Lindsay Bird Mpetyane, collected the stones for inclusion 
in the exhibition as a means of connecting to 'country'. The importance of these objects 
was signified by their prominent positioning and their enclosure within a protective 
showcase. The rocks were accompanied by a statement of permission from Utopia 
elders, isolated from other items, and illuminated both by overhead spotlights and the 
diffuse glow from a lightbox on which they were positioned, causing them to emit 'a 
special glow' and appear 'to float', according to Neale.ss A nearby wall also featured 
items, including ritual objects such as women's ceremonial dance garments, encased in 
glass, generously spaced, and rendered distinctive by focused lighting. These combined 
55 Ibid.: 11. 
197 
display strategies communicated a sense of material and spiritual significance, 
engineering an 'aura' of consecration, value and mystery for the 'outsider'. 
Ironically, what primarily denoted these objects as sacred for the non-initiated were the 
Western museological display practices used to represent them. These culturally-
mediated conventions influenced the meanings communicated. Fortunately, the Utopia 
Room was not solely governed by Western practices as the rocks and other items of 
cultural and ritual importance only entered this space as a result of Utopia community 
members' permission and 'performance'. In Benjamin's terms, 'something more 
attuned to Aboriginal cultural values' occurred when the significant and sacred objects 
were presented and 'activated' in a handover ceremony- explained, described and 
'sung' by Gloria Petyarre, Greeny Purvis Petyarre, Lindsay Bird Mpetyane and others, 
who travelled to the Gallery for the event. In this way, the exhibition encompassed dual 
territories with, as Neale asserts, Aboriginal community members operating as 
custodians of the Utopia Room, while the adjacent exhibition galleries were overseen by 
QAG curators.56 
These differing spaces seemed tenuously related and in some ways this was appropriate 
as they reflected disparate realities, yet because Kngwarreye 'transacted business' in 
both zones, it was important that they were linked in some way. Apart from the artist 
herself, the two key aspects interconnecting the sites were the aesthetics of 
contemporary exhibition display and the culturally performative elements provided by 
Utopia community members. The former can be seen in the way that formalism and a 
combination of 'art gallery and art museum styles' created a unifying aesthetic. Features 
such as generous spacing between works, limited distracting detail, and highlighting 
spotlights used in the exhibition galleries were also present, to a lesser degree, in the 
Utopia Room. Here, display cases were kept uncluttered with objects surrounded by 
space, photographs were arranged in visually pleasing groupings, dramatic lighting was 
employed, and information on object labels was kept brief, so that even in this 
'information and context' space there was a strong emphasis on the visual. 
56 The Utopia Room had an antecedent at the Yiribana Gallery at the AGNSW where, for the Gallery's 
opening exhibition in 1994, Neale and co-curator Daphne Wallace, 'included a "special viewing room" 
which highlighted the importance of women's ceremonial business in the production of their art'. In this 
instance, senior women artists also 'felt such a degree of ownership of the space that they ... entrusted 
valuable and rarely seen ceremonial objects ... to the Gallery's care', although Neale posits that because 
the room was a component of an exhibition of the overall Indigenous collection, and not reflecting the 
work of a single artist, its function was different. Ibid.: 12. See also Neale, 'Emily Kame Kngwarreye: 
Alhalkere - paintings from Utopia exhibition, Queensland Art Gallery.' 
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Utopia elders and community members' actions in investing the Utopia Room with 
cultural significance by permitting the inclusion of certain objects and photographs, and 
participating in exchange ceremonies were not solely confined to this space. Elders and 
relatives also performed culturally sanctifying actions in the exhibition galleries, 
'legitimising' the show 'by touching and singing the works into place', most notably at 
the exhibition's opening when Gloria Petyarre 'sang' the paintings.57 In this way, the 
Utopia community members who authorised particular actions and inclusions used the 
exhibition as a site of communication about their culture, and facilitated a more 
complex understanding of Kngwarreye's practice in both the exhibition's 'sites of 
engagement'. 
Fig 6.7 Gloria Petyarre presented an address and 'sang' the paintings at the official opening 
of Emily. 
The weakest aspect of Emily's incorporation of two disparate territories, was the 
peripheral placement of the Utopia Room. Tucked away in a corner of the Gallery, the 
space was not generally encountered by visitors until they had viewed a large portion of 
the show, and thus its conceptual location within the exhibition seemed somewhat 
marginal. The location of the Utopia Room in this area was dictated to some extent by 
the physical constraints of the Gallery's spaces, although it could conceivably have been 
constructed closer to the front of the exhibition. These points have been effectively 
elaborated by Sally Butler, who presents a comparative analysis of the positioning of 
the Utopia Room, and installation strategies employed by the other institutions at which 
Emily was shown after its launch at QAG. The curatorial intent to foreground 
Kngwarreye as a major Australian contemporary artist was compromised in Sydney, 
57 Neale, 'The Utopia Room,' 12. 
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when most of the exhibition was located in the Yiribana Aboriginal Art Galleries, 
located on the AGNSW's lower levels, rather than the main exhibition spaces, a move 
which drew some criticism. In addition, the Utopia Room was condensed into a 
'cupboard-sized space,' while at the NGV this important component of the exhibition 
was also reduced in size and significance. As Butler observes, the most successful 
organisation of the two areas was at the NGA, where Emily was displayed in the main 
exhibition galleries. In addition, the Utopia Room was positioned at the beginning of the 
show so that visitors initially passed through this significant area before moving into the 
exhibition spaces. This arrangement formed a 'rite of passage', affording a more direct 
flow between the differing but still inter-related spaces.58 
Criticism of the exhibition focused primarily on the artist's work rather than QAG's 
presentation of it, although some commentators investigated this aspect of the show. As 
indicated above, Rex Butler applauded Neale's 'refusal to balance perspectives', 
suggesting that as a result, 'the show escaped the two obvious rhetorics regarding the 
putting of Aboriginal art in the museum: both the unambiguous celebration of its maker 
and the ethnological critique from the outside', while Nicholas Thomas also observed 
that a strength of the exhibition was the way it opened up questions about the way 
Kngwarreye's work operated across differing cultures. 59 In part, Emily's significance 
lay in the way it invigorated debates concerning the location of Aboriginal art within 
broader art historical discourse, and highlighted the difficulties of any critical analysis 
of such work within the framework of W estem language and aesthetics. The success of 
Emily allowed QAG to assert confidently the exhibition's impact, claiming the project 
had secured the institution 'a key place in Indigenous Australian art history' .60 
The processes of production and the presentation of Emily were pertinent in 
demonstrating that Kngwarreye could simultaneously be positioned as a major 
contemporary artist while also being located within a 'different' culture that might never 
be fully 'knowable' to a non-Indigenous audience. The exhibition further revealed that 
these divergent positions need not necessarily be resolved into a neat synthesis, and that 
Kngwarreye's work could be viewed from multiple perspectives. Emily was an 
58 Sally Butler, 'Emily Kngwarreye and the Enigmatic Object of Discourse' (Unpublished PhD thesis, 
University of Queensland, 2002). 
59 Butler, 'Emily Kame Kngwarreye and the Undeconstructible Space of Justice,' 25, Thomas, 'A 
Compelling Vision,' 48-51. 
60 Queensland Art Gallery, Queensland Art Gallery Annual Report 1998-99 (South Brisbane: Queensland 
Art Gallery, 1999), 24. 
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important initiative for the Gallery because it reinforced efforts to incorporate pluralist 
perspectives into exhibition practices, building on prior initiatives in Balance and 
Pathways. Aboriginal power and agency was acknowledged by the institution although, 
as the initiator and instigator of the exhibition, the Gallery maintained a respectful, but 
dominant, position in these processes. The exhibition of work by such an acclaimed 
artist also provided an effective means by which the institution could advance its own 
cause as a significant player in the presentation of Aboriginal art and enhance its 
symbolic capital in this field. 
Signifying spaces 
In the same year that Emily gave prominence to the work of a renowned individual artist 
through exhibition and related acquisitions, QAG also addressed the positioning of 
Aboriginal art within its permanent collection by instigating an important change. For 
the first time since Your Collection Revealed, the major rehang undertaken in 1989-90, 
the Gallery organised a reinstallation of the permanent collection in 1998. The New 
Installation, as it was entitled, emphasised the significance of both Indigenous and 
contemporary Asian art within the institution. It included the creation of dedicated 
galleries for both Indigenous Australian and contemporary Asian art, the latter being the 
first such space in a major Australian public gallery. Significantly Gallery Two, situated 
opposite QAG's main entrance and 'the first gallery most visitors see when they enter 
the building', was the site selected for the new gallery of Indigenous Australian art. 61 
This prominent positioning affirmed the important place of Aboriginal art within the 
institution and the broader cultural field, and marked a substantial shift from the 
beginning of the previous decade when Indigenous art was barely evident in the Gallery 
and its accompanying publications. 
QAG was well aware of the signifying aspects of this movement to the front of the 
institution. Michael Brand, Assistant Director, Curatorial and Collection Development, 
indicated that the primary positioning of Aboriginal art locates the visitor in both a 
national sense as well as a local one. Brand observes: 
61 Michael Brand, 'New Installation of the State Collection,' Artlines, July 1998, 12. 
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We are famous for looking outward to Asia and the Pacific, but we need to look 
at our own yard too. So the first gallery you walk into from the main foyer now 
features indigenous art and the first wall is hung with Queensland works which, 
in itself, makes a statement about where you are.62 
Brand's comments indicate an awareness that Aboriginal art can operate as a cultural 
locater and identifier, and that its positioning within the gallery space conveys meanings 
beyond those of the individual works. Although the Gallery's actions were significant, 
they followed similar actions in other public art institutions, where designated and 
prominent spaces for Indigenous art collections had already been established. 
The physical repositioning and expanded display of Aboriginal art at QAG was part of 
an increasing legitimisation of Indigenous art practice within Australian art institutions 
over the previous two decades. In the 1990s several major public galleries took steps to 
foreground Aboriginal art in order to communicate its status and significance. In 1991, 
when the NGA re-located The Aboriginal Memorial (1987-88) to a prime position 
opposite the institution's entrance, this deliberate positioning communicated to visitors 
the importance of Indigenous art at Australia's National Gallery, and conveyed a 
powerful symbolic statement about culture and place. Tim Bonyhady observes, 'not 
only did it give Aboriginal art the prominence it deserved in the Gallery but it also 
transformed The Aboriginal Memorial into "a sacred sight, if not site"' and 'ensured 
that visitors to the Gallery would strike Australia first in a substantial way' .63 
Memorial has since remained a permanent element within this space, surrounded by 
diverse examples of Aboriginal art which are also represented within the Australian and 
international art displays.64 Prior to this move, the Memorial installation had been 
located, along with works by Brancusi and Beuys, in a sparse, silent setting in the lower 
level Sculpture Gallery and the grouping of Memorial with these two compelling 
masterpieces of 201h century art was another means of indicating the status and art 
62 Brand quoted in Alison Cotes, 'New Points of View,' The Courier Mail, 13 May 2000, Weekend 12. 
63 Tim Bonyhady, 'Australia first?' Art Monthly Australia (October 1998): 16. The NGA has played an 
important role in foregrounding Indigenous art, yet at the time of writing this commentary, in 1998, 
Bonyhady observed that the representation of Aboriginal works within the NGA' s Australian art galleries 
was thin. 
64 The Aboriginal Memorial has occasionally been removed for inclusion in touring exhibitions. Caruana 
notes that the NGA's permanent space for Aboriginal and Islander art, now known as the Loti and Victor 
Smorgon Gallery, 'is usually built on regional lines to give the first-time viewer an appreciation of the 
variety of styles and scope of Indigenous art ... In addition the work of Aboriginal and Islander artists 
hangs alongside that of artists from other cultures in the Australian and international galleries so as better 
to reflect the realities oflndigenous artists today'. Wally Caruana, 'National Gallery of Australia, 
Canberra,' in Aboriginal Art Collections: Highlights from Australia's Public Museums and Galleries, ed. 
Susan Cochrane (Sydney: Craftsman House, 2001 ), 19. 
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historical significance of this Indigenous work. It also indicated that the NGA was 
concerned with presenting Aboriginal art in multiple contexts, a practice observed for 
some years at the institution.65 
In '1994 the AGNSW relocated its recently developed Indigenous art collection to an 
enlarged space, the Yiribana Gallery. This new location deep within the Gallery on the 
lowest level, could not have been further from the institution's entrance, although it has 
been optimistically referred to as 'the heart of the AGNSW'. Despite this poor 
positioning, the significance and complexities of Indigenous art practice have been 
effectively communicated through the Gallery's varied program.66 Other state galleries 
also repositioned their Indigenous art collections in the 1990s. Judith Ryan explains the 
NGV' s reasoning for the shift: 
As a symbol of its growing importance to the institution, the Aboriginal and 
Torres Strait Islander collection was given an impressive display space on the 
second floor in March 1995. The new space, which leads into the Contemporary 
Gallery ... enables it to be considered in the context of mainstream 
contemporary art ... [In addition,] outstanding works ... such as Emily Kame 
Kngwarreye's Big Yam Dreaming, 1995, are regularly displayed in the context 
f . . 1 67 o mternat10na contemporary art. 
At the AGW A a permanent space for Indigenous art was created in 1993 and at the 
AGSA, Aboriginal art was moved to the airy mezzanine level of its new Western Wing 
which opened in 1996, while other institutions also considered the location of 
Indigenous art within their spaces.68 Thus, while QAG outlined strong intentions to 
foreground Indigenous art, the Gallery achieved this goal mainly through exhibitions 
such as Pathways and Emily, but was slower to do so with its permanent collection. 
65 As noted in Chapters 2 and 4, within the NGA's inaugural Australian collection display in 1982, both 
Indigenous and non-Indigenous works were included in the hang. 
66 See Perkins and Watson, 'Art Gallery of New South Wales, Sydney,' 40-41. 
67 The NGV has subsequently divided its international and Australian collections between two separate 
buildings with Indigenous art being given a prominent place on the entrance level of the latter. Judith 
Ryan, 'National Gallery of Victoria, Melbourne,' in Aboriginal Art Collections: Highlights from 
Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: Craftsman House, 2001), 72. 
68 The situation at MAGNT is somewhat different as that institution is a combined museum and art 
gallery, giving a strong emphasis to Aboriginal art and culture. West notes that 'the Aboriginal collections 
have always been a significant component of the gallery's display and research because of the high 
profile oflndigenous culture in the Northern Territory, where a third of the population is Aboriginal'. The 
Tasmanian Museum and Art Gallery only possessed limited holdings of Indigenous art at this time. Kim 
Akerman and David Hansen, 'Tasmanian Museum and Art Gallery, Hobart,' in Aboriginal Art 
Collections: Highlights from Australia's Public Museums and Galleries, ed. Susan Cochrane (Sydney: 
Craftsman House, 2001), Margie West, 'Museum and Art Gallery of the Northern Territory, Darwin,' in 
Aboriginal Art Collections: Highlights from Australia's Public Museums and Galleries, ed. Susan 
Cochrane (Sydney: Craftsman House, 2001), 30. 
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The New Installation 
QAG claimed that its new gallery of Indigenous Australian art would enable it to 
provide a survey of Aboriginal art practice in Australia, although this would clearly be 
highly selective due to the limitations of the space and, to some extent, the depth of its 
collection. In addition, Aboriginal art continued to be integrated into other display areas 
including 'alongside the art of other cultures in order to acknowledge the art of the first 
Australians as an internationally significant art movement'. 69 An Indigenous presence 
was also maintained in the Australian galleries, with inclusions such as watercolours by 
Hermannsburg artists, AASEAL barks and a small group of carvings by women from 
Boulia in central western Queensland, displayed in the 'pre-1975' areas. There was also 
a regular rotation of works in spaces designated for the presentation of contemporary 
Australian art from the 1970s onwards. 
The reorganisation of display areas resulting from The New Installation means that 
visitors passing through the Indigenous gallery typically move down the ramp-way, 
formerly a primary site for the display of Aboriginal art at QAG, and into the Australian 
galleries, immediately encountering colonial Australian art. Neale's desire to represent 
Indigenous art as a dynamic, contemporary practice could have been further reinforced 
had the Aboriginal gallery led directly into 'Australian art post 1975' rather than into an 
area of l 91h century art. Instead, recent Australian art was situated in a room adjacent to 
the galleries of contemporary Asian art, and one interpretation of this arrangement is 
that the institution considers that contemporary connections can more readily be made 
between these two collection areas. 
Drawing on the curatorial philosophy she employed at the Yiribana gallery and for 
Pathways, Neale juxtaposed works within the new Indigenous gallery in order to 
establish relationships across space and time. The room contained a diverse selection of 
works, demonstrating links between various styles, media, regions, eras and cultures, as 
a small number of non-Indigenous works were incorporated to convey additional 
connections. Neale stresses that the arrangement reflected the reception of Aboriginal 
art in Australia, and featured groupings of various forms of work which had come to 
prominence at different times - historical barks from northern Australia; paintings by 
Namatjira and other Hermannsburg artists; Papunya boards and acrylics on canvas from 
69 Queensland Art Gallery, Queensland Art Gallery Annual Report 1998-99, 24. 
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central Australia; and a collection of works by urban artists. These arrangements were 
broken up by what Neale refers to as 'one or two interjections', or works which focused 
on relationships other than a historical reading.70 These included paintings by non-
Indigenous artists Hans Heysen and Rex Battersby interspersed within the 
Hermannsburg watercolours. A painting by Queensland artist Dick Roughsey provided 
a local reference to the continuation of the Hermannsburg figurative tradition, while a 
recent work by Arone Meekes was presented alongside historical barks which it 
references. 
Fig 6.8 Recent installation view of the Indigenous gallery near the entrance of QAG. 
Other kinds of positioning were also considered. Once again, the N ym Banduk map of 
country was placed horizontally, but so too was From Dreamtime 2 Machine Time 
(1979) by 'urban' artist, Trevor Nickol!. This painting depicts two 'opposing' 
perspectives of Indigenous life, inverted from each other. With a vertical hang only one 
view can be seen in an upright or 'correct' manner, hence displaying the work as a 
ground painting means that one side of the painting is not privileged over the other. 
Desert paintings with vibrating dots and patterns creating strong visual 'affect' were 
hung over the rippling waters of the W atermall to reinforce the shimmering qualities of 
the paintings, a reference to the fact that for some Indigenous people, a shimmering 
effect is a mark of greater spiritual potency in the work. 71 Darker works alluding to 
social issues, such as Lucy Coolwell's painted rum bottles and Christopher Hodge's 
stark work about Aboriginal deaths in custody, were located in the ramp area leading to 
the lower levels. Neale asserts that these more political works were positioned in this 
area because its grey concrete walls and narrow spaces evoked a subway - an urban 
70 Margo Neale, interview with the author, Canberra, 15 November, 2000. 
71 Howard Morphy, 'From Dull to Brilliant: The Aesthetics of Spiritual Power among the Yolngu,' in 
Anthropology, Art and Aesthetics, eds. J Coote and A Shelton (Oxford: Clarendon Press, 1992). 
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space often used for social protest messages.72 This was an imaginative re-conception 
of the Gallery's spaces although it could also be read as a means of keeping some of the 
more difficult aspects of contemporary Indigenous life away from the prominent front 
gallery. 
QAG' s presentation of Indigenous art in various contexts continued to highlight 
complex issues of classification such as the degree and type of cultural, contextual 
information required to enhance understanding. This could be seen, for example, in 
inconsistencies concerning the inclusion of stories and maps accompanying some works 
both in the dedicated Aboriginal art space and in other areas of the institution. In a 
gallery environment, the inclusion of explanatory stories which frequently accompany 
'tradition-based' Aboriginal works, in particular Desert art, can be both informative and 
problematic for the reception of such work. These narratives, which provide a brief 
description linking the artist's Dreamings with iconic elements in the painting, can 
allow the artist's voice to be heard, afford insights into cultural meanings encoded in the 
work, invest it with an 'aura' of authenticity, and affirm the authority of the artist in his 
or her custodianship of particular Dreamings. 
However, because the stories are provided for a non-Indigenous audience, they may 
often convey only partial or publicly knowable interpretations of the cultural knowledge 
embedded in a work. While they may communicate illuminating information they can 
also act as a constraining device through which viewers may seek a literal equivalence, 
confining the painting to the story. At stake is the translation of meaning across 
cultures. This, inevitably, will only ever be partial and so these 'explanations' can be 
somewhat reductionist. In addition, these narratives generally accompany the work of 
artists who engage in traditional cultural practices while works by urban, art-school 
based artists typically lack such explanatory material. As a result these stories can also 
act as signifiers of a cultural authenticity and perpetuate perceptions of a divide between 
'traditional' and 'contemporary' Indigenous art, and separate these works from other 
contemporary art on display throughout the Gallery. 
An example of this dilemma can be seen in a series of works by Michael Nelson 
J agamara, some of which were acquired by QAG and displayed at the Third APT. 
Paintings from this series were also presented in an exhibition of the artist's new work, 
72 Neale, interview with the author, 15 November, 2000. 
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held at the Brisbane City Gallery in 1999. Ironically titled Without the story, the 
painting is nothing, the exhibition alluded to the inadequacy of such narratives. Michael 
Nelson Jagamara's new canvases were stylistically influenced by 'gestural drawing' 
workshops undertaken with Murri and non-Murri members of Brisbane's Campfire 
Group and reflected a dramatic departure from his 'classical' works of the 1980s. The 
latter contained intricate dotting and complex iconography reflecting the artist's 
traditional Dreaming stories but which, by the late 1990s, were described by Vivian 
Johnson as 'almost too "ethnographic looking" to be considered truly of these times' .73 
In the new works, the artist represented individual cultural symbols in vivid colours, 
dramatically enlarged, bursting from the canvas, and laid down with calligraphic 
markings more reminiscent of other non-Aboriginal expressions of contemporary art. 
The resulting cross-cultural works are highly decontextualised so that the narratives 
required to fully interpret them, although indexically linked to the paintings, are also 
'outside' them, revealing the problematic nature of including the cultural narratives 
informing such work. 
Fig 6.9 Michael Nelson Jagamara, 
Wild yam (1998), synthetic polymer 
paint on canvas, 203xl50 cm. 
Purchased 1998. 
As Indigenous art now was represented in dedicated spaces as well as amongst 
Australian and international displays, questions of consistency concerning the inclusion 
of stories and maps also arose. Until the year 2000 and sometimes later, the Gallery 
frequently presented a small map alongside individual Aboriginal works, with a dot 
indicating where the artist resided. Such guides can be useful for many Australian and 
international visitors unfamiliar with remote Aboriginal communities, and since so 
much Aboriginal art is intrinsically connected with notions of 'country', maps are not 
73 Vivien Johnson, 'Michael Nelson Jagamara,' in Beyond the Future: The Third Asia-Pacific Triennial of 
Contemporary Art, ed. Jennifer Webb (South Brisbane: Queensland Art Gallery, 1999), 182. 
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entirely inappropriate. As indicated in Chapters five and seven, however, they can 
suggest colonially inscribed territories and reinforce notions of exotic otherness. Within 
QAG's Indigenous gallery, the deployment of maps was extended to include artists 
residing in major cities, to convey a sense of equity. In contrast, in the contemporary 
Australian art rooms where the assumption of a 'universal' aesthetic prevails, maps, and 
sometimes stories were often entirely absent from Aboriginal works placed in these 
spaces. These inconsistencies exemplify some of the issues faced by the Gallery in 
dealing with the presentation of art histories that extend beyond the narrative of Western 
art. 
Assistant Director Brand indicated that QAG had intended to address its display 
anomalies through the use of portable information panels, such as those effectively 
employed at the Second and Third Triennials, and by including extended labels, where 
deemed necessary, throughout the institution regardless of the cultural background of 
the artist.74 While the latter strategy has been used since the collection re-installation in 
the late 1980s, portable information panels conveying pertinent information are not 
regularly evident in the Indigenous gallery. 75 QAG's efforts in presenting Aboriginal 
work 'both ways' through the inclusion of the Utopia Room in Emily, worked 
effectively in the instance of an individual artist, but would be a difficult strategy to 
apply to its entire Indigenous collection. No simple or singular solution exists to the 
question of appropriate degrees of interpretive material, and approaches may be 
influenced by the nature and objectives of a particular display. In a general sense, 
though, presenting Indigenous work in multiple contexts, allowing the artist's intent to 
be communicated, and providing information that illuminates but does not constrain 
understandings of the work are strategies that go some way towards conveying the 
complexities of Aboriginal art and facilitating a more nuanced reception of it. 
A Queensland focus 
During the period 1995-2000 QAG's overall Indigenous collection was strengthened 
and diversified but, by the end of the decade, the profile collection of work by 
74 Michael Brand, interview with the author, Queensland Art Gallery, 28 July 2000. 
75 Multi media and computers, which facilitate rich presentations of contextual material in many formats, 
have been increasingly deployed by the institution as interpretative tools for temporary exhibitions, 
including the latter APTs, but have not been applied extensively to works from the permanent collection. 
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Queensland Aboriginal and Torres Strait Islander artists was still underdeveloped. 
In 1999, Neale described her acquisition priorities over this period as being 
encompassed in a five-year plan, outlined thus: 
... the first phase (1995-96) of the department's five year acquisition plan 
focused on establishing the historical base for the eclectic collection, and the 
second phase ( 1996-97) focused on the development of individual rather than 
regional profiles, the third phase will focus on regional Queensland. 76 
Despite these intentions, the planned regional focus was not fully realised in the latter 
years of the decade. Efforts to build the collection were constrained by factors such as 
QAG' s 'late start' in acquiring Indigenous work, the flourishing and increasing output 
of diverse forms of Indigenous art practice, and the limited number of purchases made 
by QAG compared to other institutions. In the financial years 1995-96 and 1996-97 
immediately following Neale's appointment, the total number of Indigenous works 
acquired by purchase and gift during this period were 39 and 23 respectively, but during 
the following three financial years up to and including 1999-2000 acquisitions 
amounted to only 11, 13 and 14 respectively.77 In comparison, the AGNSW acquired 24 
works in 1997-1998, almost 50 in the following financial year, and over 25 in 1999-
2000. Although the AGW A increased its holdings by just over 10 works in 1997-1998, 
this increased to 27 works in 1998-1999 and the institution acquired over 40 works the 
following year.78 
Desert art by practitioners from various regions dominated acquisitions for the financial 
year 1997-98, with paintings by Papunya artists Toby Brown Tjampitjimpa and Tim 
Payungka Tjapangarti, and works by female artists Inyuwa Nampitjimpa, Makinti 
Napanagka and Eubena Nampitjin entering the collection. The small textile collection 
76 Queensland Art Gallery, Queensland Art Gallery Annual Report 1998-99, 24. 
77 These figures are comparable to acquisitions in the curatorial area of Contemporary Australian Art at 
QAG over the same period and greater than acquisitions of Contemporary Asian Art, although additional 
contemporary Asian works were acquired through the curatorial division of Prints, Drawings and 
Photographs, as were additional Aboriginal works. Michael Brand, 'Queensland Art Gallery Collection 
Development Review: Document l ,'(Queensland Art Gallery, March 2000), 3. 
78 Such comparisons are only a guide as this does not give a sense of the value or type of works acquired. 
Sometimes numbers can be boosted, for example, by the acquisition of a comparatively inexpensive suite 
of works on paper. Art Gallery of New South Wales, Art Gallery of New South Wales Annual Report 
1998 (Sydney: The Art Gallery of New South Wales, 1998), Art Gallery of New South Wales, Art 
Gallery of New South Wales Annual Report 1999 (Sydney: The Art Gallery of New South Wales, 1999), 
Art Gallery of New South Wales, Art Gallery of New South Wales Annual Report 2000 (Sydney: The Art 
Gallery of New South Wales, 2000), Art Gallery of Western Australia, Art Gallery of Western Australia 
Annual Report 1997-1998 (Perth: Art Gallery of Western Australia, 1998), Art Gallery of Western 
Australia, Art Gallery of Western Australia Annual Report 1998-1999 (Perth: Art Gallery of Western 
Australia, 1999), Art Gallery of Western Australia, Art Gallery of Western Australia Annual Report 1999-
2000 (Perth: Art Gallery of Western Australia, 2000). 
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was enhanced with acquisitions of fabric lengths from Utopia Batik and textiles by 
Rosie Barkus. An early landscape by Lin Onus, intended for inclusion in a planned 
retrospective of Onus' work at the Gallery, was purchased in 1997. A work each by 
Judy Watson and Dick Roughsey were the only items by Queensland Indigenous artists 
acquired during this financial year. 
In the following year 1998-99, QAG acquired the two additional canvases by 
Kngwarreye, previously mentioned, as well as three paintings from Michael Nelson 
J agamara' s new body of work, which were featured in the Third APT. Paintings by 
Bronwyn Bancroft and Pintupi artist Long Tom Tjapanangka also entered the 
collection. An extensive cluster of carved Mimis (c.1997-98) by five Northern Territory 
artists was purchased and many of these works were grouped at the front of the 
Indigenous gallery. Photographs by Tracey Moffatt, and a watercolour from the early 
1960s by Joe Rootsey complemented the Gallery's existing holdings of four works by 
this artist, represented acquisitions of work by Queensland artists for this period. 
Three additional works by Lin Onus acquired in 2000 were included in Urban Dingo: 
The Art of Lin Onus 1948-1996, the last major exhibition curated at QAG by Neale 
before she left the institution in 2000 to take up a position atthe National Museum of 
Australia. Urban Dingo opened at Sydney's Museum of Contemporary Art (MCA) in 
August 2000 as a component of the Sydney Olympic Arts Festival, and was later shown 
at QAG in November of that year. The exhibition was comprehensive in its presentation 
of Onus' oeuvre, but did not receive the same degree of recognition as Emily. In 
Neale's last year at the Gallery, increasing attention was given to the collection of fibre 
work and textiles by Indigenous women, while a major painting by Queenie McKenzie 
was also acquired. Queensland practitioners were acknowledged through the purchases 
of a sculptural work by Gordon Hookey; Beizam (1999-2000) another shark headdress 
by Torres Strait Islander Ken Thaiday; and a large painting and four prints by emerging 
Lockhart River artist Rosella Namok. These were all significant acquisitions, but 
despite the Gallery's policy directives and Neale's acquisition plan, the intended focus 
on regional Queensland work did not eventuate in any substantial way. It was not until 
the presentation in 2003 of Story Place: Indigenous Art of Cape York and the 
Rainforest, a comprehensive exhibition of various contemporary and historical works 
from north Queensland, that a significant number of acquisitions of work by 
Queensland Indigenous artists were made. 
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In 1998 QAG drew up a Strategic Plan for 1998-2001 in which the institution's stated 
mission was 'to be the focus for the visual arts in Queensland and a dynamic and 
accessible art museum of international standing' .79 This statement encapsulated the dual 
responsibilities faced by the Gallery - to develop initiatives that would garner 
international recognition while also addressing art practice within the state. These goals 
were reiterated in the Operational Plan 1998-99, through collection directives which 
included to: 
• Maintain a strategic focus on works by Queensland-born or Queensland-based 
artists, and on art of relevance to Queensland's social and cultural diversity. 
• Pursue a leadership role in the acquisition of contemporary art of the Asia-
Pacific region. 80 
The institution is quite clear, as it had been in the past, that it must play a role in 
recognising work by Queensland practitioners, but by the end 2000 these goals had not 
been fully realised in the development of the Indigenous collection. 
Throughout the state there were, and continue to be, individuals and communities 
engaged in varying forms of art making. However, as indicated in Chapter four, much 
Aboriginal practice suffered from perceptions that it lacked 'authenticity', largely as a 
consequence of the displacement and dispossession encountered by many Indigenous 
people in Queensland, who had been forcibly removed from their 'country', resulting in 
disruptions to long held cultural practices. As a result many artists have been seeking to 
reconnect to cultural knowledge, and to interrogate colonial practices, by investigating 
oral histories and mining museum archives, reclaiming connections through their work. 
This can be seen in the case of artists such as Fiona Foley, Judy Watson, Joanne Currie, 
Michael Anning, the Lockhart River Gang, and many others. 
While art school-trained artists such as Foley and Judy Watson enjoy national and 
international recognition, for other artists in more remote communities artworld access 
and legitimisation can often be linked to the social and economic health of art centres, 
and recognition by the gallery system. Art centres and regional galleries can provide a 
conduit for such work to a broader audience and the state gallery is also capable of 
79 Queensland Art Gallery, 'Queensland Art Gallery Strategic Plan 1998 - 2001,' (Queensland Art Gallery, 
1998), 3. 
80 Queensland Art Gallery, 'Queensland Art Gallery Operational Plan: 1July1998 - 30 June 1999,' 
(Queensland Art Gallery, 1998), 2. 
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stimulating production. 81 This could be seen at Balance, a well-funded and complex 
enterprise which entailed visiting and purchasing work directly from communities. This 
approach resulted in a collection of mixed quality, but did enable QAG to acquire a 
number of early works by artists who subsequently went on to gain artworld 
prominence. For Story Place, QAG commissioned a substantial number of works by 
north Queensland practitioners and was thus able to flesh out its collection of 
Queensland Indigenous art. Between Balance and Story Place, however, there were no 
major initiatives aimed at promoting and legitimising diverse art practices within the 
state. Greater attention could have been paid to supporting established and emerging 
artists since, by 2000, QAG had never presented an exhibition focusing exclusively on 
art by an individual or grouping of artists from within the state. Cairns Regional Gallery 
took the initiative in presenting historical and contemporary examples of the distinctive 
art practices from the Torres Strait Islands. The resulting exhibition, flan Pasin: This Is 
Our Way, was displayed at QAG from April to June 2000. 
QAG had acquired some valuable works by artists from within the state, but considering 
'a strategic focus' on Queensland art was one of the Gallery's key directives, greater 
emphasis could have been given to this area. While the institution owned three 
impressive works by Ken Thaiday, for example, by 2000 its holdings of works by other 
Torres Strait Islander artists were still limited. Cairns T AFE had also long been a 
training ground for a number of talented artists, including members of the Lockhart 
River gang, whose members including Namok, Fiona Oemeenyo and Samantha Hobson 
have since received considerable recognition. QAG was quick to acquire works by 
Namok but did not pursue acquisitions of work by other Lockhart River artists quite so 
readily. 
By 2000 QAG' s collection of work by established artists from the northern part of the 
state was also thin and included only one ceramic work by Thancoupie and a single 
screen print by Arone Raymond Meeks. Works reflecting the distinctive fibre and 
sculpture practices from north Queensland were also poorly represented. While the 
institution did hold several items by both Judy Watson and Gordon Bennett, the 
Indigenous collection included only one photographic series, Survival 1, 11, 111, JV 
81 Important national competitions such as the Telstra National Aboriginal and Torres Strait Islander 
Award held annually at MAGNT and the National Indigenous Heritage Art Awards in Canberra, also play 
an important role in bringing varied forms of Indigenous art, including work created in remote 
communities, to the attention of a wider audience. 
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(1988) by Fiona Foley whose work has been exhibited nationally and internationally. 
Many of these artists and areas were identified in the 1993 West Report and the 1996 
Periodic Review and Analysis of Collection Policies, but while there were intentions to 
acquire such works, they were not fully realised. A brief summary of QAG's Indigenous 
art 'collection weaknesses' in a 2000 Collection Development Review concluded: 'The 
collection is seriously deficient in its representation of sculptural works, installations 
and fibre work across all regions. Queensland Indigenous needs better representation' .82 
Collection weaknesses were stressed again in an analysis, in 2001, of 'strategic 
directions for collection-building at the Queensland Art Gallery during the crucial 
period 2001-2005' leading up to the opening of QGOMA. It was noted that, while the 
overall Indigenous collection reflected 'diversity across all media', there were 
'significant weaknesses in the representation of Queensland works, sculptural works 
and fibre. Much of Queensland is under-represented, notably works from Cape York, 
including the important sculptural and fibre traditions at Aurukun'. QAG again stressed 
the importance of considering 'the collecting interests of other Australian museums and 
galleries' in determining the positioning and composition of its Indigenous collection. 
The Indigenous art of north Queensland was recommended as a profile collection, and 
the identification of works 'throughout Australia and particularly in Queensland ... 
from emerging second generation contemporary artists' was proposed as a further 
collection development strategy.83 
Collection development is affected by many and varied philosophical and practical 
factors and QAG, like other institutions, was faced with decisions concerning whether 
to concentrate on orthodox and established names, or to gamble on devoting resources 
to a developing field. The institution took the latter approach in the case of its 
contemporary Asian art collection, but in the development of its Indigenous art holdings 
from 1995 - 2000, emphasis was given to building diversity and representing major 
names. In an interview in 2000, Michael Brand indicated that The New Installation 
reflected QAG's current vision by highlighting the Gallery's focus on Aboriginal and 
Asian art, observing that the promotion of these areas is 'part of a bigger philosophy' 
acknow I edging that contemporary art is not just Western, but includes work from other 
82 Brand, 'Queensland Art Gallery Collection Development Review: Document l ,' 11. 
83 Doug Hall and Lynne Seear, 'Queensland Art Gallery Acquisitions 2001-2005,' (Queensland Art 
Gallery, September 2001), 22. 
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regions.84 QAG has played an important role in promoting this perspective and 
garnering recognition in the process, but the activities of foregrounding contemporary 
Asian and Aboriginal art also entailed decisions concerning inclusions and omissions. 
While collecting and display strategies contributed to the legitimisation of Aboriginal 
art as a cultural whole, by 2000 they had not eventuated in a comprehensive collection 
of work by Queensland Indigenous artists at the Gallery. 
84 Michael Brand, interview with the author, Queensland Art Gallery, 27 July 2000. 
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CHAPTER 7 
Journey Without Maps 
The APT organisers want to release art from the politics of flags, maps and 
boundaries but, inevitably, such an event is about jostling for space. 1 
The Asia-Pacific Triennial ... emerged from a very clear concept: the project 
would serve to provide a forum for exhibition and dialogue about the dynamic 
contemporary art of Asia and the Pacific and acknowledge a new Australia, one 
increasingly engaging with the region within which it is geographically situated. 
It would be an exploration undertaken without preconception - a journey 
'h 2 wit out maps. 
Fig 7 .1 Sang Ye and Geremie Barme, Hua biao (1999), installation comprising inflatable nylon 
columns, fans, motors, video, mixed media. Dimensions variable. 
Majestically marking the entrance to the Queensland Art Gallery throughout the Third 
APT were two gigantic, inflatable, red plastic columns inscribed with Chinese 
characters. These kitschy but imposing objects formed part of the installation Hua biao 
( 1999) by Sang Ye and Geremie Barme. The columns represented a transfiguration of 
Chinese Hua Biao pillars whose form originally derived from a dagger-axe placed in the 
ground as a marker to indicate to mobile armies 'the direction of their advance'. Later 
1 Nick Jose, 'Over the Borders,' The Australian, The Australian's Review of Books, 13 November 1996, 
15. 
2 Caroline Turner, 'Journey without maps: The Asia-Pacific Triennial,' in Beyond the Future: The Third 
Asia-Pacific Triennial of Contemporary Art, ed. Jennifer Webb (South Brisbane: Queensland Art Gallery, 
1999), 21. 
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they evolved into poles on which rulers allowed people to attach petitions so they could 
determine public opinion, but eventually their symbolic function shifted to a 
signification of imperial power. In the context of the Triennial, they functioned as 'a 
pumped up sign ... a concrete but collapsible expression of cultural appropriation 
... [and] a playful observation on ... the commerce in art and culture with which the 
Asia-Pacific Triennial engages' .3 
Although Hua biao could be interpreted in many ways, in the context of its 
commanding presence at the Gallery's entrance, it signified many elements of the 
ongoing Triennial project. Barme remarks: 'These Hua Biao stand outside a gallery that 
locates itself within a realm of value-creation, perhaps there is even a little imperial 
pretension as it seeks a privileged position on the peripheries of the grand cultural 
empires of Euro-America and East Asia' .4 In this way the columns 'triumphally' 
proclaimed QAG's movement from a marginal place to a 'legitimate' site for the 
presentation of Asia-Pacific art. This 'advancing march' had been influenced by 
'petitions' from consultants and commentators causing the institution to modify its 
strategies, but whether this eventually led to a position of 'imperial power' is a matter 
for debate. 
The First Triennial at QAG was marked by both uncertainty and a sense of revelation 
for the institution and its audience. This was followed at the SecondAPTby 'a certain 
note of euphoria ... after the popular success of APT 1 '. By the time of the Third APT 
Caroline Turner could feel safe in asserting the validity of the claim that the Triennial 
endeavour engendered 'nothing less than a revolution in art history'. 5 Yet in what was 
effectively only a six year period between the First and Third Triennials a fundamental 
shift occurred so that, by 1999, although the enterprise was almost universally 
acknowledged for its national and international impact, this praise was accompanied by 
a call from many commentators for something more, something different, something 
else. 
3 Sang Ye and Geremie Barme, 'Totems that are poles apart,' in Beyond the Future: The Third Asia-
Pacific Triennial of Contemporary Art, ed. Jennifer Webb (South Brisbane: Queensland Art Gallery, 
1999), 238. 
4 Geremie Barme, 'Future Pasts Imperfect, An Untitled Talk,' in Beyond the Future, Papers from the 
conference of the Third Asia-Pacific Triennial of Contemporary Art Brisbane, 10-12 September, 1999, 
eds. Caroline Turner and Morris Low (South Brisbane: Queensland Art Gallery, 2000), 27. 
5 Caroline Turner, 'Gallery Welcome,' in Beyond the Future, Papers from the conference of the Third 
Asia-Pacific Triennial of Contemporary Art Brisbane, 10-12 September, 1999, eds. Caroline Turner and 
Morris Low (South Brisbane: Queensland Art Gallery, 2000), 20. 
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The First APT was a significant initiative in advancing the Gallery's policy directions to 
collect and exhibit art from the region, while the institution's commitment to mounting 
at least three Triennials enabled it to build on the intellectual, cultural and symbolic 
capital it had accrued through the presentation of the first exhibition in the series. In 
addition, works acquired from the subsequent Triennials formed a significant 
component of the Gallery's contemporary Asian art collection, just as they had done at 
the first. Hence the decisions and perspectives that informed the selection of works at 
these events also indirectly affected the collection itself. This chapter investigates how 
the ensuing Triennials allowed contemporary Asian art to attain a greater position of 
orthodoxy within the Gallery and the broader field, enabling the institution to build its 
collection and consolidate its position in this arena. It also examines how the processes 
of production and discourse engendered by the Second and Third APTs increasingly 
contributed to recognition of the Gallery as a 'player' in this field. Debate concerning 
the representation of contemporary Asian art in the Gallery's spaces was also rekindled 
at these events. Consequently QAG revised some of its strategies concerning the 
selection, classification, and display of work from the region during the Second and 
Third Triennials, but these processes were still fraught with debate and criticism as the 
institution negotiated the complex terrain of representing work in cross-cultural 
contexts. 
Building a collection and a reputation 
The First Triennial had been successful in attracting extensive critical attention, to 
which QAG responded by changing some of its approaches in the next exhibition in the 
series. The unprecedented response to the First APT and the institution's anticipation of 
an increased critical gaze at the second exhibition, meant that it needed to be 
particularly sensitive to the myriad issues involved in selection and representation of 
work from the region, examined in Chapter five. The Second APT provided a forum for 
Gallery staff to formally respond to and counter some of these criticisms, while the 
exhibition, conference and related critical commentary re-invigorated debate. 
In the years immediately following the First Asia-Pacific Triennial, QAG undertook the 
extensive production processes required to mount a second such event. Contemporary 
Asian art also received an increased presence in the institution as the Gallery sought to 
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consolidate its commitment to this collection area. According to the institution's Annual 
Report 1994-95: 
newly acquired contemporary Asian art from the Gallery's Collection formed 
the basis of several exhibitions [in the financial year 1994-95]. These included 
'Contemporary Japanese Prints ... ' and 'Calligraphic Expressions: Calligraphy 
from the Collection' showing the substance now achieved through the Gallery's 
focus on acquiring works from the Asia-Pacific region. The Gallery continued to 
rotate works on paper in its permanent display of Asian art in the ARCO Gallery 
of Asian Art. 6 
The following year the institution toured a collection-based exhibition, The Spiritual 
and the Social: Nine Artists from Thailand, Indonesia and The Philippines, to regional 
Queensland venues, while it also displayed a selection of its historical Japanese prints in 
Ukiyo-e: Prints from the Collection in the Gallery. 
At the same time QAG continued to build its contemporary Asian art collection with 
additional purchases facilitated by the Myer sponsorship and Gallery funds. The latter 
received a boost in 1995 with the provision of additional money from the Queensland 
Government to mark the Gallery's centenary year. In 1995 prominence was given to 
acquisitions of recent Asian art in a discussion of international art purchases in the 
institution's annual report. QAG still had no significant examples of Asian modernism 
in its collection so Self Portrait (1983) by Indonesian artist Affandi, previously 
discussed in Chapter five, was acquired in 1994 to provide 'a pertinent context' for the 
purchases made for The Kenneth and Yasuko Myer Collection, although this was asking 
a great deal of a single work. The Myer Collection was further developed in that year 
with the addition of Xu Bing's A book from the sky (1987-91). Additional acquisitions 
included Vasan Sitthiket's Fate of the conservationist monk (1994), Araya 
Rasdjarmrearnsook's The shadow in white (1993) and prints by several other Thai 
artists. These latter works, along with watercolours and artist books by Filipino 
practitioners, Brenda Fajardo and Santiago Bose, strengthened the profile collection of 
works on paper. 7 
In the 1995-96 financial year, QAG acquired a large number of contemporary works by 
Asian artists. These artworks, which were primarily prints, photographs and works on 
paper, further enhanced the Gallery's holdings with the inclusion of items by both 
6Queensland Art Gallery, Queensland Art Gallery Annual Report 1994-95 (South Brisbane: Queensland 
Art Gallery, 1995), 24. 
7 Ibid. 
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internationally recognised and emerging artists. Photographs by Yasumasa Morimura, 
Hirosho Sugimoto, Michiko Kon, Kozo Miyoshi and F X Harsono entered the 
collection, along with prints by Nam June Paik, Lee U-Fan and Yayoi Kusama. By 1996 
the growing contemporary Asian art collection included over 100 items, and there was 
an institutional awareness that these timely acquisitions were enabling the Gallery to 
develop a strong collection 'ahead of the game'. A 'Review of Collection Policies' 
compiled in 1996 notes: 
By setting our sites on modem and contemporary Asian art and utilising the 
Asia-Pacific Triennials to source purchases, we have been ahead of what is 
undoubtedly growing world interest in South East Asian art and have still been 
able to buy North East Asian art at comparatively reasonable prices, although 
the latter is already an area of world attention ... The Gallery is building an 
international reputation through its Collection. 8 
It was also clear that the subsequent Triennials would afford further opportunities for 
major purchases of current work from the region. 
Selections and revisions 
The production of the Second APT drew on successful procedures employed and 
contacts developed during the earlier exhibition but it did not receive the same degree of 
support from national funding bodies as the first exhibition in the series. The budget for 
the Second APT had increased to two million dollars as the event grew in size following 
positive reaction to the earlier exhibition, placing pressure on the institution in its 
financing of the enterprise.9 The Queensland Government emerged as the principal 
sponsor of the second project, having increased its funding to a contribution of 
$275 000, provided annually until the third exhibition in 1999. In contrast the Australia 
Council's assistance diminished as it reduced its backing from $210 000 for the initial 
Triennial to $100 000 for the subsequent exhibition. By 1996 the APT was only one of 
many projects of varying sizes foregrounding the art of the region, and QAG had to 
compete in this environment for Australia Council funding. Voicing his concern at this 
change in circumstances, Doug Hall observed it was 'incongruous that Prime Minister 
Paul Keating and Foreign Affairs Minister Gareth Evans had lauded the triennial but 
8 Queensland Art Gallery, 'Periodic Review and Analysis of Collection Policies,' (1996), 2. 
9 Sue Smith observes that despite the sizeable budget increase 'many would say that in comparison with 
similar overseas triennials, where budgets of $15 million to $20 million are the norm, Brisbane is getting 
value for money'. Sue Smith, 'A cultural smorgasbord,' The Courier Mail, 7 September 1996, 9. 
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had cut federal funding ... We feel that the triennial should have more national 
recognition. It is not merely a Queensland project but an Australian project' .10 
The Gallery's Exhibitions Development Fund, originally formed from donations by 
Japanese companies, again provided a financial base for the event, although any 
additional corporate sponsorship was minimal. The Asian economic boom of the early 
1990s was subsiding by the second half of the decade, and hence corporate sponsorship 
was less forthcoming. The Department of Foreign Affairs and Trade's International 
Cultural Relations Branch provided some support for artists' visits and this was 
supplemented by contributions from cultural institutes in several countries. The Gallery 
had committed to a series of three Triennials but it was still dependent to a large degree 
on various funding bodies to enable the project's ongoing presentation on a major scale, 
while the substantial contribution of government money continued to fuel arguments 
that the enterprise was tainted by government intervention. 
The organisation and curatorial rationale of the Second APT was informed by an 
analysis of critical discourse stimulated by the First Triennial. In the aftermath of this 
event, QAG compiled a comprehensive report detailing many aspects of the First APT 
and listing various responses. This weighty document gives some sense of the scale and 
impact of the project although it did not emphasise critical analysis. 11 A second, smaller 
report, discussed previously in Chapter five did, however, critically examine Australian 
and Asian reviews of the event. While noting that most commentary was 
overwhelmingly positive, the report briefly summarised a number of those issues that 
many considered deserved attention in future Triennials. 12 
These topics included concerns that the APT was a thinly veiled tool of government 
political and economic policy, a questioning of national groupings and the absence of a 
theme, apprehension about selection criteria and omissions of certain artists and nations, 
unfamiliarity with references informing works and the need for more contextual 
information, and dissatisfaction with the degree of Indigenous Australian involvement 
in the project. Articles by Asian writers generally praised the event and Australia's 
10 Hall quoted in John Hay, 'Cries from the gallery,' Sunday Mail, 18 June 1995, 15. 
11 Queensland Art Gallery, 'Asia-Pacific Triennial of Contemporary Art, 1993, Exhibition Report,' (South 
Brisbane: Queensland Art Gallery, 1994 ). 
12 Natalie King, 'Reviewing Reviews: Cold Reservation or Showered with Compliments,' (Brisbane: 
Queensland Art Gallery, 1994). 
220 
policy shifts from a Euro-American focus to a greater engagement with Asia, but made 
clear Australia's previous neglect of regional art developments. 13 
The findings of both these reports were considered in planning for the Second APT and 
consequently there were both similarities and differences between the first and 
subsequent exhibitions. The processes of consultation undertaken for the initial project 
were re-employed and expanded for the second exhibition. The original National 
Advisory Committee (NAC) members were again involved in the planning but were 
joined by three additional personnel. These were Chris Saines, Manager Curatorial and 
Support Services at QAG, Margo Neale, the recently appointed Curator of Indigenous 
Australian Art, and Professor Ian Howard, Director and Provost, Queensland College of 
Art. In April 1995 QAG held a national forum at which 'over sixty curators, artists, 
cultural historians and arts administrators from all over Australia' discussed issues 
raised from the original event. 14 This dialogue further contributed to 'the Gallery's 
formulation of the intellectual framework and curatorial philosophy for the 1996 
Triennial'. This discussion was followed by a similar international forum held later in 
the year, attended by 55 participants who contributed additional perspectives to the 
exhibition's development.15 
The principles of shared curatorship used in the first event were expanded for the 
second exhibition. Small teams drawn from NAC members, Gallery staff, and external 
Australian and international curators, 'invited to participate on the basis of their 
specialised engagement with contemporary art of the Asia-Pacific' were formed to 
undertake the selection process. 16 There were 15 teams comprised of 42 Australian and 
international curators in total, with one group for each participating country or zone. 
Although the institution was conscious of playing down notions that the event was 
based on national representation, Turner notes that a 'country approach' for selections 
was employed for reasons of practicality. 17 In a response to accusations at the previous 
event of Australian 'cultural imperialism', the Gallery invited Thai curator and art 
13 Ibid., 1-3. 
14 Queensland Art Gallery, Queensland Art Gallery Annual Report 1994-95, 22. 
15 Queensland Art Gallery, Queensland Art Gallery Annual Report 1995-96 (South Brisbane: Queensland 
Art Gallery, 1996), 12. 
16 Rhana Devenport, 'Voices and Spaces: Shifting Dialogue and the Curatorial Process,' in The Second 
Asia-Pacific Triennial of Contemporary Art, eds. Caroline Turner and Rhana Devenport (South Brisbane: 
Queensland Art Gallery, 1996), 35. 
17 Caroline Turner, 'Present Encounters: Mirror of the Future,' in The Second Asia-Pacific Triennial of 
Contemporary Art, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland Art Gallery, 
1996), 11. 
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historian Apinan Poshyananda to chair the team identifying Australian works for 
inclusion. 
The teams sought work by artists from Australia, China, Hong Kong, India, Indonesia, 
Japan, Malaysia, New Zealand and Polynesia, Papua New Guinea and Melanesia, the 
Philippines, Singapore, South Korea, Taiwan, Thailand, and Vietnam since the 
'geographical spread' of the Second Triennial had been extended to include a greater 
number of nations. Additional input was received from various advisors in individual 
countries when the groups made selection visits from September 1995 to February 
1996, viewing the work of more than 450 artists. The NAC met in December 1995 to 
consider proposed international selections and in February to finalise the Australian 
works. It was this committee which made 'the final selection regarding participating 
artists, in close consultation with the curatorial co-ordinators,' so that the power to 
designate selections ultimately rested with the institution and its chosen Australian NAC 
members. These decisions resulted in the inclusion of 114 works by more than 100 
artists in the 1996 exhibition. The collective and performative nature of a number of the 
selected works meant that the initial number of 67 participating artists was expanded to 
include many more when the exhibition was presented. 18 
At the Second APT conference, Asialink Visual Arts Manager and NAC member Alison 
Carroll articulated some of the differing perspectives encountered by curators working 
on the project. She describes the tensions between contrasting attitudes such as the 
respect for authority and the status accorded to older artists in many Asian societies 
compared to the 'Western promotion of new, controversial, challenging and often young 
work', resulting in 'different cultural pressures' on particular curators. 19 Carroll 
emphasised the importance of these processes of negotiation and stressed the risk that 
QAG took by not opting for a more 'controlled' curatorial model. She remarks: 
APT has asked a lot of individual curators to work together - and given them 
carte blanche on selection in principle - bearing in mind certain logistical 
constraints. Everyone has been treated equally, whether older or younger, more 
18 Rhana Devenport, 'Paradise, And Then, And Then, And Then,' in Present Encounters: Papers from the 
Conference of the Second Asia-Pacific Triennial of Contemporary Art, 1996, eds. Caroline Turner and 
Rhana Devenport (South Brisbane: Queensland Art Gallery, 1997), 37, Devenport, 'Voices and Spaces: 
Shifting Dialogue and the Curatorial Process,' 35, Queensland Art Gallery, Queensland Art Gallery 
Annual Report 1995-96, 12. 
19 Alison Carroll, 'Curatorial Futures: What Will "Curatorial Exchange" In Asia Be In 2020?,' in Present 
Encounters: Papers from the Conference of the Second Asia-Pacific Triennial of Contemporary Art, 
1996, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland Art Gallery, 1997), 42. 
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or less experienced. It's a new role really of individual freedom working in a 
consensual structure. The success of the show is the success of this process. 
Queensland Art Gallery took a big risk in this ... unlike the single artistic 
directors who carry so much [responsibility] at the Biennales ... whether Sydney 
or Venice or Kassel, and even Kwangju.20 
Mindful of criticisms from the First APT, the Gallery described the selection process 
differently for the second exhibition. In the catalogue for the former event, emphasis is 
given to detailing personnel involved, and when and where visits occurred. For the 
Second APT the curatorial process is presented in a more philosophical context in an 
overview essay by APT Senior Project Officer, Rhana Devenport. This is followed by 
discussions from team co-ordinators who explain the selection rationale underpinning 
their group's decisions. An exhaustive list of acknowledgements of personnel involved 
is presented at the end of the catalogue but membership of selection teams is only 
discreetly revealed in this document although it is outlined more clearly in other 
bl. . 21 pu 1cat10ns. 
Like the first exhibition, it was decided that no unifying curatorial rationale would be 
employed to shape selections, apart from a focus on art of the immediate present which 
was encapsulated in the theme 'Present Encounters'. According to Turner, this emphasis 
on the present gave the Second Triennial a 'visually different' appearance from the 
previous one which concentrated on the influence and transformation of cultural 
traditions and generated debate over conceptions of contemporary and traditional art. 22 
An example of this could be seen in the Japanese selections for which Turner was the 
curatorial team chairperson. Choices for the 1996 project accentuated the influence of 
the urban environment which 'ran counter to the theme of nature and identity through 
materials which had proved so strong' in the 1993 show.23 
This visual shift is reinforced by the signature images, both by Japanese artists, used to 
market the two events. For the first exhibition, photographs of Shiego Toya's Woods 
111 ( 1991-92) were frequently used in promotional material while for the latter, Takashi 
20 Ibid., 43. 
21 Janet Hogan, ed., The First Asia-Pacific Triennial of Contemporary Art (South Brisbane: Queensland 
Art Gallery, 1993), Caroline Turner and Rhana Devenport, eds., The Second Asia-Pacific Triennial of 
Contemporary Art (South Brisbane: Queensland Art Gallery, 1996). Greater detail is provided in Caroline 
Turner and Rhana Devenport, 'The Second Asia-Pacific Triennial of Contemporary Art, Brisbane 
Australia 1996,' Art AsiaPacific Supplement, 4, no. 1 (1997). 
22 Turner, 'Present Encounters: Mirror of the Future,' 11. 
23 Caroline Turner, 'Japan: Post-modern Paradox,' in The Second Asia-Pacific Triennial of Contemporary 
Art, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland Art Gallery, 1996), 38. 
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Murakami's And then, and then and then and then and then (1994), which evoked 
elements of popular culture, was given prominence. Given that one of the aims of the 
Triennial series was to 'increase the Australian public's awareness of Asian and Pacific 
societies through their contemporary art' ,24 this change in emphasis was a subtle way of 
breaking down stereotypical views of the art and cultures of the region. 
- Tiil--ASiA.PACiFiC 
IF COlllBIPOIMY Mr 
TRIENNIA __ ....,... __ 
Fig 7.2 Promotional material for the Second APT featuring Takashi Murakami's And then, and then 
and then and then and then (1994). 
Representation by nation was also avoided in the Second Triennial although the works 
were grouped and discussed under three loose geographical clusters: East Asia, South 
and Southeast Asia, and Pacific. The catalogue was presented in this way, playing down 
nationality and providing a regional map only on the very last page, while works in the 
exhibition itself were not displayed by country. Hall claims 'nationhood and geography 
are neither the defining characteristics nor the key criteria for selection in the Triennial 
or the development of the collection'. He revisits the Gallery's earlier emphasis on this 
area by adding, 'national boundaries are not necessarily the real prescribers of identity 
or cultural expression. Issues such as these and convenient categorisation and 
stereotyping are explored in the Triennial'. 25 Turner also responds to this issue, 
explaining: 
24 Turner and Devenport, 'The Second Asia-Pacific Triennial of Contemporary Art, Brisbane Australia 
1996,' 4 . 
25 Doug Hall, 'Foreword,' in The Second Asia-Pacific Triennial of Contemporary Art, eds. Caroline 
Turner and Rhana Devenport (South Brisbane: Queensland Art Gallery, 1996), 9. 
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If there is a contradiction in the selections for the Triennials, with an inevitable 
national focus, this we have tried to resolve by an emphasis on context and 
themes rather than nation and national identity. In the end it is the voice of the 
individual artist which is of fundamental significance and we place great 
importance on giving artists a major place in our conferences and education 
programs.26 
Through these revisions, both Hall and Turner are demonstrating the institution's self-
reflexive approach to the presentation of the Triennial series through a response to 
debates engendered by the earlier exhibition. QAG' s adjustments in this instance and 
others reveals that its strategy in presenting art from different cultures within the 
Triennials involved research and consultation, action, and revision. Each event would 
entail a renewed cycle of negotiated processes and understandings, developed over time. 
Repeatedly, staff members asserted that the APT 'is a process as much as an exhibition', 
citing the shared curatorship and presence of artists as a complex but useful method of 
breaking down cultural assumptions.27 Reviewing the Second APT, American critic 
Connie Samaras praised the Gallery's 'unique and self reflexive approach, which is 
quite different to that of the organisers of comparable mega events such as Documenta', 
and applauded the emphasis given to the presence of artists and critics which she saw as 
enabling the exchange of ideas.28 
During both the First and Second APTs, the Gallery emphasised that the notion of 
'Asia-Pacific' is a constructed one. Turner had observed at the First ATP that the use of 
the term 'does not refer to any perceived homogeneity among countries of the region, 
but it is used in a purely geographical sense. There is no collective Asian identity, let 
alone an Asia-Pacific identity'. Turner went on to suggest, though, that 'this part of the 
world is of growing global importance' and proposed a new regional perspective 
shifting from 'the extraregional to the intraregional' .29 In the Second Triennial Rhana 
Devenport reinforced this perspective while also indirectly disclosing that the institution 
26 Caroline Turner, 'Enriching Encounters,' in Symposium: 'Asian Contemporary Art Reconsidered', eds. 
Furuichi Yasuko and Hoashi Aki (Tokyo: Japan Foundation Asia Center, I 997), 68. 
27 Ibid. 
28 Connie Samaras, 'Present tense: the Second Asia-Pacific Triennial of Contemporary Art,' Art Monthly 
Australia 96 (December 1996): 25. 
29 Caroline Turner, 'Internationalism and Regionalism: Paradoxes ofldentity,' in Tradition and Change: 
Contemporary Art of Asia and the Pacific, eds. Caroline Turner (St Lucia, Brisbane: University of 
Queensland Press, I 993), xiii. For the Second APT Turner defines the term in relation to the exhibition, 
stating 'while it is recognised that the concept of the 'Asia-Pacific' is somewhat ambiguous, it is 
generally defined as Asian countries with a Pacific seaboard and island states of the Pacific Ocean. 
India's inclusion is in acknowledgment of its status as a fountain head culture'. Turner, 'Present 
Encounters: Mirror of the Future,' 13. 
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had responded to critical feedback from the First ATP by expanding inclusions from 
some countries: 
For the Triennial, the Asia-Pacific ... is indicative more of a conceptual space 
than a physical location, more of orientation than the Orient. The geographical 
scope of this project is not strictly defined, but shifts focus with each Triennial. 
The artists included were not chosen as representatives of nation states or 
cultural groups, but as representatives of people experiencing and negotiating 
the myriad 'local cultures' of contemporary life. The inclusion of artists from 
India and the strong presence of art of the Pacific Peoples are significant features 
of this Triennial. 30 
The conference, catalogue and exhibition itself provided a means by which the Gallery 
could respond to additional issues arising from the First Triennial. In the discourse 
accompanying this event, QAG had been taken to represent Australia and as such had 
been criticised for what was seen by some as propagating an artificial alignment with 
Asia. Comments such as those by Hall, Turner, Devenport and others played a role in 
justifying the cultural engagements in the region of both the institution and the nation. 
At the Second APT Doug Hall took the opportunity to counter claims that the Triennials 
were tied to economic, trade and other national interests, while Caroline Turner 
reinforced the Director's statements, citing positive international reaction to the event as 
one proof that it was understood as a purely artistic endeavour 'with Australia as equal 
participant, not an arbitrator in this process' .31 
Gallery staff also repeatedly acknowledged recent Australian projects focusing on 
contemporary art of the region including Asialink, ARX, and ANZART (Australian and 
New Zealand artists), as well as international events such as: 
The '41h Asian Art Show: Fukuoka: Realism as an Attitude' Fukuoka, 'Visions 
of Happiness,' Tokyo, 1995 (and other Japan Foundation exhibitions), the newly 
established 'Kwangju Biennale,' South Korea, the 'Chiang Mai Social 
Installations,' Thailand, 'Festivals of Pacific Arts' and 'South-Pacific Festival of 
Arts' .32 
These actions were influenced in part because of criticisms arising from the first 
exhibition and a desire on the part of the institution to be portrayed as an equal 
participant in regional artistic dialogue rather than being perceived as seeking to dictate 
and dominate terms of engagement. Paradoxically though, the Gallery still wanted the 
30 Devenport, 'Voices and Spaces: Shifting Dialogue and the Curatorial Process,' 35. 
31 Hall, 'Foreword,' 9, Turner, 'Present Encounters: Mirror of the Future,' 11. 
32 Devenport, 'Voices and Spaces: Shifting Dialogue and the Curatorial Process,' 36. 
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Triennials to be a means of distinguishing itself, primarily from other Australian public 
art institutions, as a prominent player in this arena. 
Centre and periphery: contemporary Asian art in international contexts 
Doug Hall posed the rhetorical question 'why Brisbane, Australia for the Triennial?' 
and responded by observing that it made 'very good artistic and cultural sense for the 
Queensland Art Gallery' because it was a significant area of contemporary art activity 
that needed attention, and presented the institution with an opportunity to 'describe a 
relevant yet distinct story' .33 The Director thus reaffirmed that, besides being artistically 
important, the project provided a means by which the institution could distinguish itself 
in the field through its distinctiveness and difference. Caroline Turner reinforced Hall's 
remarks, claiming 'the Triennial is happening in Queensland because I think we are 
ahead of the game' .34 QAG' s pro-active approach is aptly described by exhibition 
commentator Nick Jose as an 'admirable Keating-era combination of vision and 
pragmatism', through which the Gallery turned the particular conditions of the time to 
its advantage.35 
Geographical location was an additional premise in Hall's argument as to why the 
project was located at QAG, although he does not elaborate whether this refers to 
Australia's or Brisbane's position. In a literal sense Brisbane is geographically closer to 
Asia (and parts of the Pacific) than southern Australian states. In conceptual debates of 
centre and periphery, QAG had historically been considered a lesser player and not a 
dominant leader of activity in the contemporary art field. Hence in this respect also, the 
institution could argue for an affiliation with the 'cultural whole' of Asian art practice 
and the latter's own neglected position in relation to Euro-American art centres. Rhana 
Devenport indirectly implies this alignment with the periphery, while championing 
Brisbane's presentation of the event. In a paper presented in Fukuoka entitled 'Why 
Australia?' Devenport remarks: 
Although it would be entirely naive of me to suggest that the water ponds and 
concrete walls of the Queensland Art Gallery are in any way 'neutral spaces', 
(any museum, any institution, any site of engagement is loaded, subjective and 
33 Hall, 'Foreword,' 9. 
34 Turner quoted in John Hay, 'Artfully Asian,' Sunday Mail Magazine, 22 September 1996, 10. 
35 Jose, 'Over the Borders,' 15. 
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local) - there are particular results in the location of the project in Brisbane. The 
power and dynamism of projects in cities that may be considered 'marginal' in 
some spheres (e.g. Kwangju, Fukuoka, Sao Paulo, Havana, Johannesburg, 
Istanbul) have made a [sic] immense difference to contemporary art discourse in 
local and global territories. The APT is an exhibition constructed around a 
particular geo-cultural terrain - a terrain ... previously considered marginal.36 
Devenport refers to a vitality characteristic of non-mainstream locations, with which she 
includes Brisbane, and alludes to a kind of 'reverse' or new status through belonging to 
a 'fellowship of the periphery', collectively asserting a powerful voice countering 
dominant centres. 
The First Triennial had occurred in an environment in which Australia sought 
increasing economic, political and cultural ties with the region as countries in East and 
Southeast Asia experienced an economic boom and dynamic growth. By the time of the 
Second APT, the global economic situation had shifted, markets crashed and a number 
of the so-called 'tiger economies' were experiencing severe financial difficulties. In 
Australia, the Keating Labor Government which had strongly advocated a rethinking of 
Australia's position in Asia, was defeated by the Liberal Party led by John Howard. 
While trade with the region continued to be essential to the Australian economy, the 
rhetoric proclaiming Australia as a part of Asia was far less evident. The Australian 
economy was strongly affected by tumbling Asian markets and resulting hardship 
fuelled the rise of Queenslander Pauline Hanson's ultra-conservative One Nation Party. 
Hanson, a controversial figure, received extensive publicity in Australia and throughout 
the region for asserting a stance against what she saw as excessive Asian immigration to 
Australia. Despite positions such as this, Australian interactions with the region, 
although damaged in some areas, continued to grow. 
Contemporary art practice from the region also continued to gain in prominence. When 
Caroline Turner declared to an international audience that 'the Queensland Art Gallery 
has become, through its commitment to the Triennial, the leading Australian institution 
in the documentation, exhibition, research and collection of contemporary Asian art', 
she appended this claim by noting that QAG's activities complemented 'a growing 
interest in contemporary Asian art worldwide' .37 During the 1990s many individual 
artists had been represented in international exhibitions and Biennales, such as those 
36 Rhana Devenport, 'Why Australia,' in International Symposium I 999: 'Asian Art: Prospects for the 
Future' Report, eds. Furuichi Yasuko and Hoashi Aki (Tokyo: Japan Foundation Asia Center, 2000), 143. 
37 Turner, 'Enriching Encounters,' 69. 
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mentioned by Devenport, while others were exhibited in events that focused particularly 
on art from the region. The Fukuoka Asian Art Shows are an example of the latter, and 
the efforts of the Fukuoka Art Museum to engage with art from the region have some 
parallels to QAG. 38 
Fukuoka Art Museum Curator Masahiro Ushiroshoji explains that the museum, 
established in 1979, tried to avoid replicating the collection and exhibition policies of 
other Japanese art museums which focused on 'Western and Japanese modem art and 
the work of local artists as well'. Like QAG, it opted to differentiate itself and establish 
its individuality by creating a 'cultural center for Asian artists', asserting a 'de-Western 
centralism' in the process. Ushiroshoji also reveals that Japan, like Australia, has an 
ambiguous position in relation to 'Asia' when he comments that 'the idea that "Japan is 
a member of Asia," has been especially emphasized in the last 10 years' as a result of 
economic enterprises. In spite of this, he suggests, 'I feel ... on the contrary, we 
Japanese truly do not consider Japan as a member of Asia' .39 
Nevertheless, the museum established a series of Asian art survey exhibitions, with 
consecutive shows in 1979 and 1980, followed by exhibitions every four years after 
that. The series also went through revisions over time. Ushiroshoji points out that, in the 
earlier exhibitions, curators and audience were 'captured by an exoticism', and art was 
seen from a dualist perspective as being traditional or contemporary and reflecting East 
or West. He adds that in 1979-1980, 'Asian art, in searching for its identity, depended 
on its own tradition too much. This was apt to produce a stereotyped "Asian vision" 
which the West wanted'. The first three exhibitions were presented 'like an Olympics, 
with participants competing with each other under their national flags' as invited 
governments selected the work of 'officially sanctioned' artists. This approach changed 
at the 1994 exhibition, when artworks were grouped according to themes and fewer 
artists were included to create a more coherent presentation. The Fukuoka Art Museum 
38 Caroline Turner presented a comparison between the APTs and the Fukuoka Triennials in Caroline 
Turner, 'Cultural Transformations in the Asia-Pacific' (paper presented at the Our Modernities: 
Positioning Asian Art Now conference, Asia Research Institute and History Department, National 
University of Singapore, 2004). 
39 Masahiro Ushiroshoji, 'The Asian Art Show of Fukuoka and the New Asian Art Gallery (A History of 
the Fukuoka Asian Art Show: When a Festival Becomes a Museum,' in Present Encounters: Papers from 
the Conference of the Second Asia-Pacific Triennial of Contemporary Art, 1996, eds. Caroline Turner and 
Rhana Devenport (South Brisbane: Queensland Art Gallery, 1997), 95. 
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collected work from these events so that by 1996 they held 'over 600 contemporary art 
works from Asian countries', constituting a major collection of art from the region.40 
Elsewhere in the region other institutions, such as the Singapore Art Museum which 
opened in 1996, gave prominence to contemporary Asian art. The economic boom in 
East and Southeast Asia also fuelled a prosperous art market with a new breed of 
collectors seeking out both pre-modern and contemporary art from the region. Specialist 
art publications such as Asian Art News produced in Hong Kong, and Art AsiaPacific, 
produced in Australia and launched in 1993, provided a further means of engendering 
discourse about regional art practice. In Australia, significant programs such as Asialink 
continued to support exhibitions and artist residencies in the region. 
Although contemporary Asian art had received little exposure in the USA, 
Contemporary Art in Asia: Traditions/Tensions, an exhibition curated by Apinan 
Poshyananda and including the work of artists from India, Indonesia, the Philippines, 
Thailand and South Korea, was on display in New York at the same time as the Second 
APT in Brisbane. The Asia Society, which initiated the exhibition, hoped to use it as a 
springboard for generating interest in and discourse about contemporary Asian art in 
America, while also changing its own focus on predominantly pre-modern work to give 
greater emphasis to contemporary Asian art. Works by Asian artists had featured in 
Transculture at the 1995 Venice Biennale, while Turner cites the Kwangju Biennale in 
Korea, the Tokyo-based Visions of Happiness 1995, the new Asian Art Show Now a 
Dream of the East 1995, and exhibitions from the Museum of Contemporary Art, 
Tokyo, and the Japan Foundation, as being of great importance in foregrounding art 
f h . 41 rom t e region. 
Australian audiences could view an increasing number of exhibitions by artists from the 
region. Among those presented by major public galleries were Mao Goes Pop, an 
exhibition of recent art from China, presented by the MCA in 1993, as well as India 
Songs: Multiple Streams in Contemporary Indian Art and Fire and Life, both held at the 
AGNSW in 1993 and 1997 respectively. While the Triennials took the form of a large-
scale survey, other exhibition models were used in various displays of contemporary art 
from the region. Apart from national exhibitions concentrating on artists from a 
40 Ibid., 95-6. 
41 Turner, 'Enriching Encounters,' 69. 
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particular country, several displays focused on thematic links across cultures, and cross-
cultural collaborations as in Rapport: Eight Artists from Singapore and Australia 1996, 
and Fire and Life 1996-97, an Indian-Australian exchange. 
Another approach was presented in Above and Beyond: Austral/Asian Interactions 
1996, which examined identity, diaspora and hybridisation, and featured Asian-
Australian artists, Asian artists recently arrived in Australia, and Australian artists with 
an interest in Asia. The exhibition, which coincided with the Second APT, intentionally 
highlighted the cultural complexities and categorisations that had not been extensively 
addressed in the Triennials. It followed an earlier Brisbane-based exhibition held 
simultaneously with the First APT in 1993, Here Not There, which included the work of 
Asian-Australians and which was also intended as a critical response to the exclusion of 
Asian-Australians from the First Triennial. After two Triennials, no Asian-Australian 
artists had been selected for inclusion in the project as the Gallery had 'chosen to 
remain to a great extent within the bounds of physical geography' .42 
Melissa Chiu argues that the absence of any Asian-Australian artists from the Triennials 
perpetuated a notion of 'Asia' as 'other' or 'there not here' whereas the inclusion of 
work by such practitioners would present a more multifaceted sense of Australians' 
engagement with Asia.43 Turner recalls that Doug Hall did not select any Asian-
Australian artists for the First APT as he thought such inclusions would be 'too 
obvious' .44 When Thai curator Apinan Poshyananda chaired the Australian selection 
committee for the 1996 event 'the "Asianisation" of Australia made no great impact on 
him ... Racial tensions between Aborigines and non-Aborigines were of greater interest 
to him' in making his curatorial decisions.45 Arguments such as Chiu's risk being 
reduced to debates over whether artists are included for their ethnicity or their artwork 
(a point which Chiu also raises) and the Gallery's focus on 'Asia-Pacific' as a 
42 Ibid., 68. Rapport: Eight Artists from Singapore and Australia 1996, curated by Natalie King and Tay 
Swee Lin, was a collaborative exhibition between the Monash University Gallery, Melbourne, and 
Singapore Art Museum. Above and Beyond: Austral/Asian Interactions 1996, curated by Clare 
Williamson and Michael Snelling, was a combined exhibition by the Australian Centre for Contemporary 
Art, Melbourne, and the Institute of Modern Art, Brisbane. Fire and Life 1996-97 was jointly curated by 
Alison Carroll, Julie Ewington, Victoria Lynn and Chaitanya Sambrani, and exhibited at five Indian and 
four Australian venues. 
43 Melissa Chiu, 'Rough Trade: Curating Cultural Exchange in Australia,' in Alter/Asians: Asian-
Australian identities in art, media and popular culture, eds. Ien Ang, et al. (Annandale, Sydney: Pluto 
Press, 2000). 
44 Caroline Turner, interview with the author, Canberra, 17 May 2004. 
45 Timothy Morrell, 'Cultural Crossfire: The Curatorial Travels of Apinan Poshyananda in Asia, America 
and Australia,' Art AsiaPacijic 3, no. 4 (1996): 46. 
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framework for the series again engendered discussion centring on the problems of 
curatorship linked to country or culture. QAG continued to acknowledge these 
shortcomings, with Turner noting that 'although the challenging issue of the exile and 
expatriate, "the geography of the mind", has been faced in our selections' ,46 this was an 
issue that would be addressed more fully with the inclusion of a new grouping, 
'crossing borders', in the 1999 exhibition. 
Exceeding expectations 
The momentum generated by the First Triennial had not dissipated by the second which 
successfully built on the earlier event. Approximately 1800 guests attended the launch 
of the Second APT on 26 September 1996, one of the largest openings ever held at QAG 
up to that time. The exhibition was presented in the Gallery from 27 September 1996 
until 19 January 1997, with the display period extended for an additional six weeks 
longer than the First Triennial to include the annual summer holiday period. Overall 
attendances, at 120 000, were almost double that of the First APT, while international 
visitors made up 13% of the total audience. Interest in the project was evidenced by the 
attendance of '246 members of the national and international media' at a media preview 
which was also one of the largest ever held at QAG. The institution notes that coverage 
of the Second Triennial far exceeded that of previous Gallery exhibitions, 'with 
journalists and critics from twenty-one countries travelling to Brisbane to cover the 
event' .47 The Second APT also featured a strong contingent of participating artists, with 
55 practitioners present for the installation of work and opening events. While 
installations dominated the exhibition, the 1996 APT incorporated work in a range of 
media including painting, sculpture, drawing, printmaking, photography, performance, 
video and new media. There were proportionally more female artists than in the earlier 
enterprise, 'a lower average age of artists, more collaborative artworks and more site 
specific works' included in the exhibition.48 
46 Chiu, 'Rough Trade: Curating Cultural Exchange in Australia.', Turner, 'Enriching Encounters,' 68. 
Here Not There 1993, curated by Hiram To and Nicholas Tsoutas, was exhibited at the Institute of 
Modern Art, Brisbane in 1993. 
47 Queensland Art Gallery, Queensland Art Gallery Annual Report 1996-97 (South Brisbane: Queensland 
Art Gallery, 1997), 12-14. 
48 Queensland Art Gallery, 'The Second Asia-Pacific Triennial of Contemporary Art 1996, Volume l : 
Project Philosophy and Principal Activities,' (South Brisbane: Queensland Art Gallery, 1997), 6. 
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A related international conference, Present Encounters, conducted from 27-29 
September provided a forum for a continuing dialogue on contemporary art and issues 
generated from the Triennials, and 54 international and Australian speakers addressed 
approximately 600 delegates from 21 countries at this event. The exhibition catalogue, 
which included a variety of essays by Australian and international writers, also 
contributed to this discourse. The project gained further attention with the screening of a 
related documentary, Millennium Shift, on SBS Television to a projected audience of 
50 000. Educational opportunities provided by the event were also leveraged with the 
distribution of an educational resource kit to schools throughout Australia, Artists-in-
Schools Residency Programs, and the attendance at the exhibition of over 7300 school 
students. The Gallery's Library continued to build an extensive Asia-Pacific Artists 
Database and to collect significant holdings of related research material. These various 
engagements with the project contributed to an increasing recognition of QAG as a 
major institution foregrounding art from the region, both within the immediate arts 
community and in a broader arena. 49 
Fig 7 .3 Artist's talk in the Waterman for the Second APT. 
Critical responses 
Although QAG had attempted to make a number of revisions as a result of critical 
commentary from the First APT, several concerns were recirculated in discourse 
engendered by the second exhibition. These primarily centred on the nature of curatorial 
49 Queensland Art Gallery, Queensland Art Gallery Annual Report 1996-97, 12-14. 
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engagements with the Asia-Pacific, the inherent problems of a large-scale survey show 
and the absence of a structuring theme apart from the broadly conceived framework 
'present encounters'. Sue Smith summarised some of the criticisms arising from the 
Second Triennial conference which included resentment about Western cultural 
imperialism, the West's patchy recognition of art from the region, Pakistan's non-
representation (although India was included) and a continued emphasis on selections 
based on national boundaries which meant 'invisible local cultures such as the Timorese 
and the Dyaks' were without a voice at the event.so 
QAG's complex processes of multiple-curatorship, which the institution considered a 
unique feature of the event, received both praise and criticism. Jun'ichi Shioda 
commented that, although the Gallery and Australia's encounters with Asian art 
reflected Western perspectives, QAG had clearly paid 'scrupulous attention' through 
procedures such as the shared curatorship to establish 'democratic and equal relations'. 
John McDonald remarked that the nature and scope of the project, including the 
selection procedures, suggested 'a recipe for disaster' yet he concluded that the 
exhibition was 'anything but a failure'. For Masahiro Ushiroshoji, 'because of the large 
number of curators involved', the resulting display lacked coherence so that 'a strong, 
unified statement was not made', a situation further exacerbated by the absence of a 
significant linking theme.s 1 
Caroline Turner responded to these issues by admitting that, although accustomed to 
working on exhibitions with a defined thesis, such an approach was more problematic 
for the Triennial since the imposition of a theme on selections 'would imply we know 
everything about this art'. Turner asserted that a positive aspect of the project was the 
Gallery's commitment to incorporating diverse viewpoints adding, 'that doesn't make 
for a neat show, but it has an edginess to it that is its strength'. s2 There were clearly 
benefits and drawbacks to the model employed by the institution. It allowed for diverse 
input but this led to a sprawling and disparate presentation of work. QAG was caught 
between presenting plural perspectives and the conventions of curatorial practice which 
50 Sue Smith, 'Tinged with humour,' The Courier Mail, 5 October 1996, 9. 
51 Hall, 'Foreword,' 9, John McDonald, 'Close Encounters,' The Sydney Morning Herald, 5 October 1996, 
14, Jun'ichi Shioda, 'A Creation of Opportunities for Encounter, Exchange Overcomes Cultural 
Differences,' Yomiuri Shimbun, 30 October 1996, 17, Masahiro Ushiroshoji, 'Present Encounters,' Art 
AsiaPacific 15 (1997): 31. 
52 Turner quoted in Rebecca Lancashire, 'Asian art under the spotlight,' The Age, 26 September 1996, sec 
C.7. 
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demanded intellectual underpinnings and a unified structuring thesis informing 
exhibition presentations. As it moved towards the third exhibition in the series, the 
Gallery needed to consider which procedures it would continue to employ in future 
presentations of art from the region. 
In the short time between Triennials, critics had developed a greater degree of 
familiarity with aspects of art from the region. A number of exhibitions of 
contemporary Asian art had been presented in Australia and internationally in the 
intervening years, causing Caroline Turner to declare at the Second Triennial: 
Gone is the need five years ago, or even three years ago, to justify such an 
exhibition of contemporary Asian and Pacific art, as have lingering caveats 
about the contemporary art of this region being uninteresting or only 'derivative' 
from Western art ... The Asia-Pacific Triennial and associated events have been 
but one factor in contributing to a change which manifests the growing 
appreciation worldwide of the need to discard Euro-Americentric and Cold War 
shibboleths which, in the past, led Western scholars largely to ignore the modern 
and contemporary art of Asia and the Pacific. 53 
The sense of 'newness' or first-time encounter referred to by many reviewers at the first 
event was played down at the second. Nick Jose, for example, observed that: 
The majority of this year's APT artists have been seen before. Their work has 
featured in Transculture at the last Venice Biennale, at the Japan Foundation in 
Tokyo last year, 96 containers - Art Across the Ocean in Copenhagen and a 
string of exhibitions at the Museum of Contemporary Art in Sydney.54 
Jose suggested that many artists had reached a position of orthodoxy in international 
'circuits of exchange' and that 'contemporary art of the Pacific, as the youngest arrival, 
took the avant-garde mantle for this APT'. Nevertheless, in further somewhat 
contradictory comments, he alludes to the marginalised status of art of the region by 
praising QAG' s efforts in providing a forum in which 'the mainstream arts world is 
finally prepared to look seriously at the contemporary art of the region' .55 
Jose's remarks reveal that, while some individual artists were recognised names or 
gaining in prominence on the international art circuit, this was not the case for all APT 
practitioners many of whom were seeking to make a name for themselves beyond their 
own immediate area. In addition, contemporary Asian art, as a 'cultural whole', was still 
s3 Turner, 'Present Encounters: Mirror of the Future,' 11. 
s4 Jose, 'Over the Borders,' 18. 
ss Ibid., 15-18. 
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a somewhat neglected sphere. This is confirmed by comments from American critic 
Judith Stein who observes in her extensive Triennial review that 'apart from work by the 
few Japanese and Chinese artists who had previously exhibited in Venice and New 
York, the art was entirely new to me'. 56 In this way the APT, and other similar 
regionally-based survey shows, provided increased opportunities for many artists to 
present work in an international context with the potential of gaining further recognition 
in the broader field. 
Fig 7.4 Cai Guo Qiang, Dragon or Rainbow Serpent: A Myth Glorified or Feared (1996), spent 
gunpowder on Japanese paper, from a proposed performance by the artist at the Second APT. 
The increased attention given to artists at the APTs raised the complex issue of 
representation as part of a 'constructed' cultural whole. A key question is whether artists 
benefit from being presented as part of a cultural grouping, as individuals, or in multiple 
contexts. Jose notes that some Triennial visitors 'complained that the APT was 
damaging itself by stressing regionalism at the expense of quality and conceptual 
clarity'. 57 This perspective centres on the view, expressed by South Korean curator 
Soyeon Ahn, that 'national identity should hide itself under the brilliant individuality of 
each artist' or that artists should be recognised on the basis of their individual talent and 
not their cultural background. 58 Ideally this would be the case but the structures of the 
artworld operate so that it is necessary to 'gain entry' into exhibition circuits in order to 
have artistic excellence recognised, and these processes are not always 'democratic' and 
globally inclusive. Although the Triennials' focus on national-cultural representation 
was problematic in many ways, the project was beneficial in providing a forum, 
56 Judith E Stein, 'Pacific Basin Futures,' Art in America (June 1997): 60. 
57 Jose, 'Over the Borders,' 16. 
58 Soyeon Ahn, 'Korean Art and its Identity in an International Context,' in Present Encounters: Papers 
from the Conference of the Second Asia-Pacific Triennial of Contemporary Art, 1996, eds. Caroline 
Turner and Rhana Devenport (South Brisbane: Queensland Art Gallery, 1997), 99. 
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growing in terms of recognition and legitimacy, that enabled critics such as Stein to 
become familiar with the work of many artists from the region. 
There are often advantages to be gained by a strategic, sometimes political, positioning 
as part of a larger cultural group. This can be seen in the case of Aboriginal art, with 
practitioners sometimes stressing cultural identity and in other instances asserting their 
individuality as artists. Tracey Moffatt and Gordon Bennett, both of whom have Anglo 
and Aboriginal heritage, have each sought to be recognised foremost for their artistic 
achievements rather than their cultural background. In contrast, Destiny Deacon, whose 
work was included in the Second APT, has coined the term 'Blak' as 'part of a strategy 
to reclaim colonial language to create a means of self-definition and expression for 
Aboriginal and Torres Strait Islander people' .59 For many Asia-Pacific artists there were 
advantages in being represented 'both ways', that is, strategically as part of a cultural 
grouping and independently as an individual practitioner. 
QAG was also seeking to benefit by creating a collection and exhibition focus based on 
a constructed classification and took a risk that there would be long-term national and 
international interest in this cultural/geographical grouping, although it did not define 
itself solely as an institution foregrounding Asia-Pacific art. It was in this latter arena, 
though, that the Gallery was most successful in distinguishing itself in national and 
international environments. Nicholas Jose asserts that although 'the APT organisers 
want to release art from the politics of flags, maps and boundaries ... inevitably, such an 
event is about jostling for space' .60 These remarks suggest that both despite and because 
of the emphasis on culture and geography, the project contributed to a more 
advantageous positioning of QAG, Asia-Pacific art, and individual artists as they 
'jostled' to increase their trajectory within a broader international field. 
There have clearly been benefits for both individual artists and institutions such as QAG 
in employing national and cultural groupings, yet it can still be a constraining construct. 
In spite of the Gallery's efforts to play down nationality in the Second APT, a number of 
commentators still observed that this was an inherent problem underlying the project. 
Difference and sameness were topics recirculated in discourse engendered by the 
Second Triennial. For several reviewers some artworks were too slick and self-
59 Clare Williamson, 'Destiny Deacon,' in The Second Asia-Pacific Triennial of Contemporary Art, eds. 
Caroline Turner and Rhana Devenport (South Brisbane: Queensland Art Gallery, 1996), 112. 
60 Jose, 'Over the Borders,' 15. 
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consciously playing to current directions in contemporary art (too similar to Western art 
practice), while other works, primarily some of those coming from the Pacific grouping, 
were seen as not easily fitting into contemporary art classifications (too different). In 
this way the Triennial series provided a significant forum for debates, although not 
consensus, over questions of cross-cultural representation in the contemporary 
artworld.61 
Display issues 
Yukinori Yanagi's PACIFIC-The Ant Farm Project 1996, one of the first works APT 
visitors encountered on entering the Gallery building, was cited by Caroline Turner as a 
work exemplifying the Triennial's conceptual concerns with change and crossing 
cultures.62 The Ant Farm consisted of a wall-mounted grid of flags of Asia-Pacific 
nations, constructed of coloured sand housed in plastic cases. Individual flags were 
joined by clear plastic tubing and when ants were released into the matrix, they carried 
coloured sand particles from one 'country' to another, gradually dismantling and 
intermingling these symbols of national identity. The work acted as a powerful 
metaphor which could be interpreted in a number of ways: as commentary on the 
homogenising processes and loss of national distinctiveness through globalisation, and 
as a reference to the impact of cultural diaspora including both forced and voluntary 
migrations. 
From another perspective, QAG' s prominent positioning of the work at the front of the 
exhibition was a further means of communicating its desire to counter the constraining 
notions of national representation which underpinned the First Triennial. Ant Farm also 
highlighted other more specific concerns, pointing to political tensions between China 
and Taiwan by locating these flags alongside each other. Because of the inclusion of 
both these countries in the Second Triennial the Gallery had concerns about political 
issues usurping artistic ones, and once again matters of labelling, identification and 
61 See for example Giles Auty, 'From Triennial to Perennial,' The Weekend Australian, 5-6 October 1996, 
Nicholas Thomas, 'Contemporary Art and the Limits of Globalisation,' in The Second Asia-Pacific 
Triennial of Contemporary Art, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland 
Art Gallery, 1996). 
62 Caroline Turner, 'Mirror of the Future: Shadows Before,' in Present Encounters: Papers from the 
Conference of the Second Asia-Pacific Triennial of Contemporary Art, 1996, eds. Caroline Turner and 
Rhana Devenport (South Brisbane: Queensland Art Gallery, 1997), 18. 
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mapping posed difficult questions for the institution as Taiwan was not named and 
artists were referred to by the cities in which they lived and worked.63 
Fig 7.5 Yukinori Yanagi PACIFIC-The Ant Farm Project 1996 (1996), installation comprising 
ants, coloured sand, plastic boxes, plastic tubes, plastic pipes. 
A sense of the scale, scope and the significance of the event was conveyed in the nature 
of works included, and their display within the Gallery's spaces. A large proportion of 
the selected artwork was installation-based and many of these imposing works created a 
dramatic impact, not only through their content but also because of their volume and 
size. The exhibition took up over 70% of available spaces and while practical logistics 
influenced the location of some works, conceptual factors necessitated the positioning 
of others. Displays also extended beyond interior and 'conventional' locations with the 
Campfire Group deliberately positioning themselves outside the institution, Denise 
Tiavouane and Michael and Anna Mel using the Gallery's courtyard gardens, and Ellen 
Pau mounting her video installation in a darkened walkway. For some critics, 
installations were too prevalent at the event, while for others the exhibition presentation 
was crowded and confusing. Sue Smith observed that the project 'has probably reached 
its physical limits' and suggested 'scaling down the size of the next triennial, to better 
display some of the more important pieces'. 64 
63 PACIFIC- The Ant Farm Project 1996 was one of a series of similar works created by the artist and this 
version was 'site-specific' for the APT. See Fumio Nanjo, 'Yukinori Yanagi: A Solitary Voice from the 
Wilderness,' in The Second Asia-Pacific Triennial of Contemporary Art, eds. Caroline Turner and Rhana 
Devenport (South Brisbane: Queensland Art Gallery, 1996), 76. Further discussion of naming issues 
concerning Taiwan can be found in Jose, 'Over the Borders.' 
64 Smith, 'Tinged with humour,' Weekend 9. 
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Claiming a space for Aboriginal and Pacific art 
At the Second Triennial both Aboriginal and Pacific artists were given a greater voice 
and a more prominent presence, both in response to criticisms arising from the first 
exhibition and because of to the inclusion of Indigenous selectors. Margo Neale, QA G's 
recently appointed Curator of Indigenous Australian Art, was on the panel of selectors 
for Australia and chaired the curatorial team for the Pacific Peoples: Aoteoroa/New 
Zealand grouping. Neale asserts that Indigenous Australian involvement occurred at all 
levels in the development of the Second APT and notes that elders were consulted on 
various issues including the use of the Brisbane River for a planned, but eventually 
aborted, gunpowder event by Cai Guo Qiang and the incorporation of the Aboriginal 
flag in Y anagi's Ant Farm Project. Neale adds, though, that Indigenous Australian and 
Pacific artworks and performances were so dominant in the Gallery's spaces that the 
institution was accused of losing a sense of balance in its presentations. 65 
These remarks suggest that the 'jostling for space' characterising the enterprise66 
occurred in multiple ways, including literally, at the site of the actual exhibition where 
some practitioners intentionally claimed particular territories for their works, conscious 
of messages conveyed by particular positionings within the Gallery environment. Neale 
confirms this manoeuvring, observing 'there is no denying the competitive element 
evident in both the selection and placement of works in which artists attempt to get the 
best position on the floor to showcase their work to the greatest advantage' .67 At the 
Second APT, groupings of Aboriginal and 'Pacific Peoples' were particularly successful 
in claiming a space within the institution, while simultaneously challenging its 
structures through artistic assertions of cultural and political messages. 
All Stock Must Go! (1996), an installation and performance work by the Campfire 
Group, an artistic collective of primarily Indigenous Australian artists some of whom 
were involved in Balance, was strategically located outside the Gallery, both literally 
and metaphorically. The work parodied both its makers and the multiple markets and 
65 Permission to use the Aboriginal flag in the Ant Farm Project was denied as elders did not wish the 
flag to be desecrated. Margo Neale, 'Indigenous Brokerage at the Asia-Pacific Triennial,' Periphery, no. 
29 (November 1996): 17-18. 
66 Jose, 'Over the Borders,' 15. 
67 Margo Neale, 'Cultural Brokerage in the Aboriginal Stockmarket - Installation Art as Social Metaphor,' 
in Present Encounters: Papers from the Conference of the Second Asia-Pacific Triennial of 
Contemporary Art, 1996, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland Art 
Gallery, 1997), 79. 
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artworlds in which Aboriginal art circulates. It consisted of a cattle truck parked outside 
the entrance to the Gallery, overflowing with items of Aboriginal art, available for sale. 
These ranged from paintings by 'name' artists to objects created for a tourist market. It 
incorporated high and low art, as well as individual and mass-produced pieces, and 
alluded to the necessity of making various art forms for cultural and economic survival. 
The truck, as well as providing a mobile base for the sale of work, acted as a metaphor 
for the displacement of Aboriginal people who, in the past, had been dislocated from 
traditional lands and transported to government reservations. A video monitor within 
the Gallery conveyed real time images of the events outside, creating 'a sanitised 
version of the outside reality for inside Gallery audiences who can view it from a 
comfortable distance'. 68 
Fig 7 .6 Campfire Group, All Stock Must Go! ( 1996), installation and performance event comprising 
truck, tent, art works, merchandise, video, mixed media. 
All Stock Must Go! played on the simultaneous location of Indigenous art in multiple 
fields, including the gallery system. According to Neale, QAG' s role in this 'represents 
the white man's keeping place, with its own code of entry which must, by virtue of the 
tradition it belongs to, be at variance with the cultural codes of those selected. ' 69 
Although 'variance in cultural codes' exists, both the artists and the institution mutually 
elected to engage with each other. The deliberate placement of the installation 'at but 
68 Margo Neale, 'Campfire Group: All Stock Must Go!,' in The Second Asia-Pacific Triennial of 
Contemporary Art, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland Art Gallery, 
1996), 110. 
69 Ibid. 
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not in the Gallery' 70 suggested a desire by Aboriginal practitioners for both inclusion 
and degrees of self-determination in their intentional interactions with art museum 
practices. Paradoxically, though, while the Campfire Group may have been physically 
located outside the institution, they still needed to be operating within the artworld in 
order to be seen to be challenging its boundaries and operating on its margins.71 
Particular institutional territories were also significant for two groupings of Pacific 
Peoples who 'staked a claim' on QAG's dramatic Waterman and surrounds in order to 
display individual works in conceptually connected arrangements.72 This area, with its 
long shallow pool of water and prominent spaces can be viewed from the upper level as 
well as at ground level. For the primarily Polynesian and Melanesian participants the 
Waterman symbolised the Pacific Ocean, while the nearby external grassy spaces 
signified islands and functioned as a ritual ground for performance works. In addition, 
the Waterman was imagined as a giant waka or ocean voyaging canoe and within this 
realm, the work of six female and five male New Zealand artists was conceived as two 
waka - one male and one female - bound together. Indigenous Australian art was also 
incorporated into this conceptual landscape. Lin Onus' A stronger spring for David: 
Toasfor a modern age (1994) was located at the water's edge and an installation of 
dance machines, Sik-o (1995), by Torres Strait Islander Richard Jobean Harry was 
suspended to the side of the water. While the presentation included some works by 
Indigenous Australian artists, others such as the Campfire Group's installation and 
Destiny Deacon's My living-room in Brunswick, 3056 (1996), were located elsewhere. 
Affinity and difference 
The Waterman display, which operated as a curated presentation developed by a 
contingent of predominantly indigenous selectors from Australia and the Pacific region, 
used physical spaces to convey social, cultural and political meanings. Neale suggests 
70 Neale, 'Cultural Brokerage in the Aboriginal Stockmarket - Installation Art as Social Metaphor,' 77. 
71 A similar paradox exists in the case of post-object art where artists have created works outside the 
institutional context in order to challenge its parameters and nature. Despite these actions they are still 
operating within the artworld and rely on it its processes to convey ideas. Ironically, their sometimes 
subversive works are inevitably re-inserted back into the institutional context through artistic discourse 
generated by their actions and the subsequent display in gallery spaces of photographs, videos and 
material documenting these extra-institutional works. 
72 Margo Neale, 'A Pacific Story. Screw the Rim: We Live in the Basin,' in The Second Asia-Pacific 
Triennial of Contemporary Art, eds. Caroline Turner and Rhana Devenport (South Brisbane: Queensland 
Art Gallery, 1996), 56-7. 
242 
that this presentation enabled indigenous artists and curators from the Pacific 'to 
represent themselves', allowing 'a right of reply to the imposition of Western ways of 
seeing' through this culturally-mediated presentation.73 Drawing on affinities, the 
display transcended national boundaries while still demonstrating the power of 
collective representation as culturally and conceptually linked groupings. As has been 
noted in Chapter four, however, there are both advantages and drawbacks to such 
approaches. 
Fig 7.7 Pacific Peoples' installation of works in the Watermall with various works from the 
Aoteoroa/New Zealand Waka collective in the foreground and Lin Onus' A stronger spring for 
David: Toas for a modern age (1994) in front of the escalators. 
The participating Pacific artists acknowledged cultural links but at the same time 
individual works were fused with quite specific personal and cultural meanings. The 
somewhat crowded grouping was an effective means of conveying affinities but this 
entailed a playing down of individual specificities or differences. This was an issue 
highlighted by Nicholas Thomas who points out that some works required 
interpretations extending beyond generic frameworks such as 'contemporary art'. He 
argues: 
Global relations of cultural exchange create frames in which heterogenous 
cultural expressions are placed together in fora such as the Asia-Pacific 
Triennial. The challenge the Triennial offers is that of seeing beyond the 
73 Margo Neale, 'The Waka and the Cattle Truck,' Artlink 16, no. 4 (Summer 1996): 21. 
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superficial equivalence implied by this framing [and] to appreciate the works' 
incomparability. 74 
The Waterman arrangement, a kind of 'exhibition within an exhibition', enabled some 
culturally specific works to be given a degree of context but the survey model employed 
in the Triennials was not a particularly effective forum for conveying such subtleties or 
complexities. This would be an ongoing limitation of the exhibition series in its 
presentation of culturally diverse art practice. Thomas' comments also allude to the 
difficult question of how contemporary art is defined across cultures. These issues of 
incommensurability and difference made it all the more important that the Gallery 
provide a framework to assist in the understanding of works. 
As in the First Triennial, QAG faced the complex issue of providing appropriate 
contextual material to enhance understanding of the diverse perspectives presented 
within the survey show. In both Triennials, and particularly at the initial exhibition, the 
artist's voice and artist statements were emphasised to avoid an institution-imposed 
interpretation of the work. In this way, artists could reveal, if they chose, whether their 
works reflected universal concerns or specifically local, cultural or national issues. The 
presence of many of the participating artists at each of the exhibitions became central to 
the principles of dialogue and education underpinning the event. In each of the 
Triennials, catalogue essays by curators and writers from the region also contributed to 
a deeper understanding of the artists' oeuvre and works on display. 
Apart from talks and performances which allowed artists to address their work directly, 
the Gallery employed a range of approaches and technologies, enabling viewers to make 
choices about the degree and type of background information they might require. A 
Triennial Resource Centre, incorporating videos of artists' talks and performances, 
related publications, and access to the Second Triennial' s intranet site, provided an 
effective means of locating relevant information about practitioners without distracting 
from the impact of the works themselves or signifying a 'national' viewing framework. 
This approach was also facilitated by the provision of portable laminated 'info panels,' 
which viewers could refer to as they encountered particular works. These 'room 
brochures' were both informal and informative and gave Triennial visitors additional 
choice and flexibility in their interactions with the displays.75 
74 Thomas, 'Contemporary Art and the Limits of Globalisation,' 18. 
75Queensland Art Gallery, Queensland Art Gallery Annual Report 1996-97, 12. 
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A shift in prominence 
Because the First Triennial had been such a new enterprise for QAG, it had not fully 
anticipated the event's impact, which Doug Hall reveals, noting 'if anything, the Gallery 
underestimated the critical and public response to the event. It gave rise to a genuine 
and almost unparalleled interest in a Gallery-initiated project' .76 The Second APT 
gained an even greater breadth of international media attention with extensive coverage 
in Asia and articles in several European and American publications. General audience 
support for the event was also strong, with 91 % of the surveyed audience indicating a 
positive reaction. Both public and artworld recognition of the project furthered 
discourse about art of the region and enabled the Gallery to gain in prominence and 
accrue symbolic capital. 
By the Second APT both national and international commentators were compounding 
the impact of both Triennials and confirming the exhibitions' influence and the resulting 
shift in prominence for the Gallery. American critic Judith Stein remarked: 
Australia is in the vanguard of a worldwide increase in awareness of the Pacific 
Basin ... it is Australians who have taken the lead in organizing a series of 
important exhibitions that bring together a broad sampling of art from East, 
Southeast and South Asia. What may be surprising is that this initiative was 
generated in Brisbane ... and not in Sydney or Melbourne, the country's better-
known cultural hubs.77 
To consolidate its status it was important that QAG reinforce the impact and acceptance 
of the enterprise. Thus, its Annual Report 1996-97 quotes a portion of the exhibition 
opening speech by Kwok Kian Chow, Director of the Singapore Art Museum who 
remarked: 
The Queensland Art Gallery's Asia-Pacific Triennial is recognised 
internationally as a leading event in the exhibition and forum of contemporary 
art in this diverse and dynamic region. Through the 'Triennial', Australia has 
been warmly regarded as a prominent and sensitive participant in the artistic 
development of the region.78 
In addition, remarks by national and international artworld commentators praising the 
institution's actions were summarised in the Gallery's APT report created in the 
aftermath of the exhibition. These were a further means by which QAG could 
76 Hall, 'Foreword,' 9. 
77 Stein, 'Pacific Basin Futures,' 57. 
78 Kwok quoted in Queensland Art Gallery, Queensland Art Gallery Annual Report 1996-97, 14. 
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demonstrate that the Triennial series contributed to its national and international 
standing. Lyn Gumpert of Artnews, USA is cited as observing: 'Of the exhibitions in 
Australia and Japan offering until now the sole opportunities to address the complex 
issues and dilemmas facing contemporary Asian artists, the Queensland Art Gallery in 
Brisbane has assumed a leadership role' .79 
Nicholas Serota, Director of the Tate Gallery, London, who visited the Gallery 
'especially to see the Triennial' was another of the 'important international visitors to 
praise the Second Triennial'. 80 Serota wrote to Doug Hall: 
The APT exhibition made a real impact and ... I found myself referring to it in 
glowing terms during my lecture in Canberra. It really has set a new benchmark 
and opened up new areas of enquiry. As I said there was nothing tokenistic 
about the exhibition and it was the first time that I have seen a show which 
managed to include a wide range of art from many countries, which managed to 
do so without any sense of apology or explanation. 81 
Serota's letter is quoted at length in QAG's report because of his status in the Euro-
American dominated artworld. His favourable comments, along with those of other 
notable national and international observers, function as an important means of 
consecrating the Gallery's activities and boosting its claims of legitimacy as a 
significant player in the international domain of contemporary Asia-Pacific art. By the 
time of the Second Triennial, Serota was one of many national and international 
commentators who acknowledged that the Triennial project had had a significant impact 
and brought substantial recognition to the Gallery and artists of the region. 
Challenging the status quo: The Brisbane Triennials and the Sydney Biennale 
The impact of the Triennial project was such that various comparisons were being made 
with other Australian and international art events. This in itself was an important form 
of recognition for the Gallery. The Second APT opened shortly after the close of the 
1996 Sydney Biennale and the temporally adjacent presentation of these major events 
prompted numerous critical comparisons which revealed the extent to which the APTs 
had contributed to boosting QAG's position. The Sydney Biennale, instigated in 1973, 
79 Lynn Gumpert, 'Unabashedly Asia,' Artnews (USA) (November 1996): 111. 
80 Queensland Art Gallery, 'Project Philosophy and Principal Activities,' 4. 
81 Serota quoted in Ibid. 
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is a major survey exhibition showcasing recent international contemporary art, for 
which works reflecting a nominated theme are selected by a guest curator. It is 
frequently acknowledged as Australia's most prominent international art event and, 
according to Stein, is 'considered by many international observers to be second only to 
Venice in quality and prestige' .82 The 1996 Biennale was developed by New York-
based, Australian-born curator Lynne Cooke. The exhibition was smaller than many 
previous Biennales and had been affected by uncertain funding. Both the 1996 Sydney 
Biennale, titled Jurassic Technologies Revenant, and the Second APT received their 
share of individual praise and criticism, but those reviewers comparing the events 
generally looked more favourably on the Brisbane-based project. 
The general thrust of comments is encapsulated by Nicholas Jose who claims that 
'compared to the recent Sydney Biennale, Brisbane's APT comes up the freshest thing 
around'. 83 Sydney critic John McDonald reinforces this view, observing 'the word most 
frequently used to describe the recent Sydney Biennale was "depressing". The Biennale 
was too cool, too dull, too predictable, too cliqueish, too tokenistic, and so on. The 
APT, by contrast, exudes both energy and integrity'. 84 In reviews such as these, QAG 
was featured as the ascendant player, presenting a distinctive and 'fresh' exhibition that 
contrasted with the 'stale and predictable' orthodoxy of international practice presented 
at the Sydney exhibition. 85 
Another indication of the Triennials' improving prestige and alignment with national 
cultural funding directives is evidenced by QAG's success in usurping funding from the 
Biennale, resulting in both an artistic and economic challenge to the status quo. Sydney 
Biennale Board Chair Suzanne Davies revealed that Biennale organisers had received 
'significant pressure in terms of government funding to narrow [its] focus solely to the 
Asia Pacific region', but opted to maintain widespread international representation. 86 
Both McDonald and Mendelssohn concluded that QAG's pragmatic and astute actions 
boosted its trajectory in the field. Mendelssohn remarks: 
Brisbane is now positioning itself to be the regional leader in both art and trade -
and the two are entwined in the minds of politicians. The triumph of the 
82 Stein, 'Pacific Basin Futures,' 58. 
83 Jose, 'Over the Borders,' 16. 
84 McDonald, 'Close Encounters,' 14. 
85 John McDonald, 'Western or eastern,' The Art Newspaper, no. 66 January 1997, 16. 
86 Suzanne Davies, 'Preface,' in Jurassic Technologies Revenant, ed. Lynne Cooke (Sydney: Biennale of 
Sydney Ltd, 1996), 11. 
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Triennial has placed the future of the Biennale of Sydney in double jeopardy. 
The Brisbane exhibition's success was a direct result of management making 
connections with government, business and academe to get the best possible 
result. No one could accuse the Biennale of Sydney of engaging with more than 
a very small group of like-minded people, so its failure to gain new sponsorship 
is hardly surprising. 87 
McDonald concurred, noting of the Sydney exhibition, 'attendances were poor, reviews 
were negative, the atmosphere was anything but festive'. Referring to the Biennale' s 
ongoing struggle for corporate and state government funding, he surmised 'most 
damaging is a widespread feeling that the exhibition has outlived its usefulness'. 88 The 
pressure on the Biennale to change its focus and maintain currency was affected in part 
by the ascendancy of the APTs, and exemplifies Bourdieu' s assertions concerning 
struggles for prominence within the artworld, so that 'every new position, in asserting 
itself as such, determines a displacement of the whole structure and ... leads to all sorts 
of changes to the position-takings of the occupants of the other positions'. 89 Only three 
years later, at the Third Triennial, the Gallery would face similar criticisms and 
coercion to change in order to preserve credibility and retain its progressive position. 
The conclusions of both McDonald and Mendelssohn suggest that QAG's presentation 
of the APTs had unsettled the field and that the Gallery had effectively made a name for 
itself through the Triennial project. Mendelssohn argued that QAG' s success arose 
partly from an attitude of listening to and responding to criticisms rather than dictating 
the terms of representation. Commenting on the Biennale' s funding crisis she predicted 
'unless something happens (and soon) Brisbane will be the unchallenged victor in the 
modern art stakes'. 90 McDonald further pointed out that the APTs' significance entailed 
a rethinking of relationships between Australia and Euro-American art centres, 
demonstrating that Australia need not always await 'a signal from abroad to know what 
new direction their work should take' .91 He posits: 
The lesson to be taken from any comparison between the APT and the Biennale, 
is that work does not have to originate in an established art centre to have broad 
appeal. To be firmly rooted in regional issues is not to be forever isolated from 
the mainstreams of art because those mainstreams are dissipating into many 
87 Joanna Mendelssohn, 'Brisbane exhibits its artistic merits,' The Weekend Australian, 19-20 October 
1996, Weekend 10. 
88 McDonald, 'Western or eastern,' 16. 
89 Pierre Bourdieu, The Field of Cultural Production, ed. Randal Johnson, 2000 ed. (Cambridge: Polity 
Press, 1993), 58. 
90 Mendelssohn, 'Brisbane exhibits its artistic merits,' Weekend 10. 
91 McDonald, 'Close Encounters,' 14. 
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small tributaries ... In acknowledging the growing maturity of this [Asia-
Pacific] art, and entering into more equitable relations with it, Australia is 
beginning to accept the cultural consequences of its place on the map.92 
Blockbusters and positions of orthodoxy 
Comments such as these show that QAG's risky move into an unorthodox area of 
exhibiting and collecting, facilitated through the Triennial series, had been a profitable 
exercise on many levels. The workings of the artworld, however, result in a complex 
appreciation of what constitutes success. In the artistic field, as Bourdieu argues, 
economic and popular success is disavowed in favour of recognition by powerful peers, 
the latter being of greater importance in the restricted field of cultural production. This 
model, however, does not apply neatly to public art galleries such as QAG, which 
straddle both artworld and popular domains. In recent years, with ever-increasing 
pressure on museums and galleries to secure government and corporate sponsorship and 
to engage a wider audience, such institutions have had to achieve a difficult balance, 
seeking both artworld and popular approval. These domains are often diametrically 
opposed because, according to the machinations of the artistic sphere, extensive popular 
appeal can signify that an exhibition lacks originality or is perpetuating an 
establishment position. The mention of the term' blockbuster' signals these conditions 
and may engender artworld scorn because of an institutional decision to forego the 
cutting edge for a 'safe' program while simultaneously incurring envy from rival 
galleries over impressive visitor numbers. 
The Second APT received unexpectedly high attendances with the final figure of 
120 000, double that of the First Triennial, putting it 'into the blockbuster category', 
according to Doug Hall.93 This was an unusual outcome for an exhibition of 
contemporary art which successfully garnered both popular and critical acclaim, causing 
Caroline Turner to remark 'we think it is a show for everyone' .94 The dual popular and 
92 McDonald, 'Western or eastern,' 16. 
93 Hall quoted in Helen Musa, 'Artistic voyage across cultures,' The Canberra Times, 12 January 1997, 
21. 
94 Turner quoted in Smith, 'A cultural smorgasbord,' Weekend 9. Evidence of newsworthiness and general 
national interest in the event was demonstrated by the presence of a story about the Second APT opening, 
located on page three of the national newspaper, The Australian. In addition, Brisbane's The Sunday Mail 
devoted an editorial to praising the project, noting its artistic and economic benefits, and proclaiming it as 
a model of effective cultural tourism. Susan McCulloch, 'Asia-pacific arts festival comes of age,' The 
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'industry' appeal of a major contemporary art exhibition was so uncommon that it was 
remarked upon by several reviewers. Referring to a praiseworthy editorial in The 
Sunday Mail, Joanna Mendelssohn muses: 'I think the last time adulation of modem art 
reached the editorial columns of the mainstream press was in the early 1940s when 
Warwick Fairfax wrote a Sydney Morning Herald editorial in favour of Surrealism'. 
Mendelssohn wryly observes that 'the Triennial was given precedence over a polemic 
on football' and concludes 'the lavish praise came in part because the exhibition took 
over the city, engaging audiences from all walks of life with its sheer exuberance'. 95 
Bruce James also took up this theme several months before the opening of the Third 
APT. Noting that the series presented 'serious art', he adds 'it has been embraced by the 
community in a way that the Biennale of Sydney and the Adelaide Biennial cannot hope 
to match ... Plus, it gets attendance figures that leave Hall's interstate peers openly 
weeping' .96 
Outstanding visitor numbers for an exhibition of contemporary art was, and still is, not a 
typical occurrence. Ironically it appeared to be a combination of the appeal of the 
unknown and the exotic, along with the oft-remarked upon energy and vitality of the 
exhibits and performances that were drawing such a wide audience. Peter Anderson 
comments on this phenomena and its benefits, noting the exhibition: 
... has actually been breaking attendance records ... For the local audience, the 
Triennial has become something like a contemporary blockbuster, probably 
introducing more people to the issues and methods of contemporary art (in 
general) than any other exhibition could hope to do. And what is it that draws 
the viewers? It is not the great traditions - of either east or west - it is not the 
familiar, the over-reproduced, the valuable. If anything it is the lure of the 
unknown.97 
While the First Triennial had been deemed a chancy enterprise, only three years later 
the second exhibition was, surprisingly, being designated a blockbuster. As a result, the 
Gallery was already indicating that the third in the series might not be the last, causing 
Caroline Turner to remark "I think many people would be disappointed if we were 
going to stop in 1999' .98 The project's success provided a new challenge for QAG as it 
would have to negotiate the fine line between maintaining broad popularity and 
Australian, 27 September 1996, 3, The Sunday Mail, 'Art lesson,' The Sunday Mail, 29 September 1996, 
62. 
95 Mendelssohn, 'Brisbane exhibits its artistic merits,' Weekend 10. 
96 Bruce James, 'Keep hold of your socks,' The Sydney Morning Herald, 4 May 1999, 17. 
97 Peter Anderson, 'An uncertain place,' Real Time December 1996 - January 1997, 13. 
98 Turner quoted in Smith, 'A cultural smorgasbord,' Weekend 9. 
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artworld credibility in its continuing presentations of art from the region. The Triennial 
endeavour had benefited from 'being big' as the well-funded, large-scale project filled 
with dramatic installations and lively performances had an enormous impact. With the 
presentation of each exhibition in the series, and as audiences became more familiar 
with contemporary Asia-Pacific art, the Gallery increasingly needed to present the work 
of Asia-Pacific artists in a range of ways and to develop the Triennial model beyond a 
sampling of work from the region. 
Acquisitions and collection development 
Twenty six works were acquired from the Second Triennial bringing the Gallery's 
holdings of contemporary Asian art to 203 works by 1997 and causing the institution to 
claim that 'the Gallery can now boast one of the world's finest public collections of 
contemporary Asian art' ,99 although a large component of the collection included works 
on paper rather than 'major' works. Acquisitions from the Second APT were 
proportionally higher than from the First Triennial, demonstrating the institution's 
increasing commitment to its contemporary Asian art collection. Purchases from the 
Second APT comprised works by artists from China, India, Japan, Malaysia, Thailand, 
South Korea and Vietnam. They included Cai Guo Qiang's Dragon or Rainbow Serpent 
(1996) drawings, Zhang Xiaogang's Three Comrades (1994), and Malaysian artist 
Wong Hoy Cheong's In search of faraway places (1996). The first contemporary works 
from India entered the collection and included several pieces by N. N. Rimzon, Nilma 
Sheikh's Shamiana (1996) and Nalini Malani's Body as site (1996), the latter two 
created especially for the Second Triennial. Emiko Kasahara's sculptural work Untitled 
(in) different (1994), Takashi Murakami's painting And then, and then ... (1994), and 
Kimio Tsuchiya's Moon (1996) and Landscape in silence (1996) were also acquired by 
the Gallery. In addition, works by Nindityo Adipurnomo, Anusapati, Yun Suk-Nam, the 
Sanggawa collective, Kamin Lertchaiprasert, Chatchai Puipia, Dang Thi Khue and Vu 
Dan Tan featured as acquisitions from the exhibition. Apart from Triennial purchases, 
the collection was also broadening to incorporate the Asian diaspora and included work 
by Chinese-Australian artist Guan Wei, and a collaborative work by Australian artist 
George Gittoes and Filipino artist Nunelcio Alvarado. 100 
99 Queensland Art Gallery, Queensland Art Gallery Annual Report 1996-97, 24. 
100 Ibid., 8, Queensland Art Gallery, 'Project Philosophy and Principal Activities,' 6. 
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QAG continued to develop its Asian art focus through acquisitions, the development of 
additional exhibitions, and the employment of relevant personnel. In 1996 the Gallery 
announced its plans to curate a major exhibition, European Modernism: Asian 
Modernism: Australian Modernism as 'a year 2000 event', although this exhibition 
never eventuated. 101 By the time of the Second Triennial, QAG still had no Curator of 
Asian Art, unlike most Australian state galleries although, as indicated in Chapter five, 
from the early 1990s the institution had considered appointing one. As both Aboriginal 
and Asian art increased in significance within the Gallery, the need for specialist 
curators in these areas was seen as increasingly important and while a Curator of 
Indigenous Australian Art had already been appointed, the position of Curator of Asian 
Art had 'been created but not yet filled'. 102 
, .... ;,. ,·,j/''0 
J,:,)J.:l Fig 7 .8 Zhang Xiao gang, Three Comrades ( 1994 ), from Blood Lines: The big family 
series, oil on canvas, 150xl80 cm. 
In 1996 Dr Michael Brand, who had previously held the position of Senior Curator of 
Asian Art at the NGA, was appointed as Assistant Director, Curatorial and Collection 
Development. Brand sought to apply his expertise in Asian art to his new role in dealing 
with the Gallery's overall acquisition program and collection. Commenting on his move 
to QAG, Brand remarked 'at the time, it seemed that the Queensland Art Gallery was 
the most adventurous of the Australian galleries'. The new Assistant Director outlined 
his aims for the institution, explaining: 
I want to ensure the Queensland Art Gallery has a really first-rate Collection, as 
this has to be the heart of any art institution ... How and when the Collection is 
displayed is a major issue, and there needs to be a definite philosophy behind it. 
The Queensland Art Gallery probably has the best collection of contemporary 
Asian Art of any public gallery in the world, and I think we now have to look at 
101 Queensland Art Gallery, Queensland Art Gallery Annual Report 1995-96, 8. In an interview with the 
author in November 2000, Caroline Turner commented that preliminary research indicated that the 
exhibition would be extremely difficult to mount due to access to, and the condition of, many works. 
Papers by experts from the region commissioned for this project also revealed differing notions of the 
form and timing of local (Asian) modernisms, adding to the complexity of the proposed project. 
102 Queensland Art Gallery, Queensland Art Gallery Annual Report 1994-95, 8. 
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how to best introduce our audience to pre-modern Asian Art. This could be 
achieved through highly selective acquisitions, as well as developing exhibitions 
such as the very successful Treasures from the Shanghai Museum, held at the 
Queensland Art Gallery in 1990. Of course, Asian art also has to be seen within 
the context of international art in general through a dynamic and balanced 
. . . 103 
acqms1tJon program. 
While the institution maintained its emphasis on contemporary art from the region, 
suggesting that Brand's comments reflected a long-term vision, Indonesian Gold was 
one exhibition which fulfilled Brand's goals. Developed by QAG and the National 
Museum in Jakarta, the exhibition featured gold objects dating from the 7th to the early 
20th centuries and was shown at the Gallery in 1999. Although it contained outstanding 
work and was beautifully presented, the exhibition received poor attendances. The 
institution was able to complement this presentation of pre-modern art by 
simultaneously displaying several of its contemporary Indonesian holdings in the Myer 
Galleries. 
At the end of 1997 QAG appointed Suhanya Raffel as inaugural Assistant Curator of 
Contemporary Asian Art, the only such position in Australia. The employment of a 
specialist curator enabled more active collecting of major works beyond those selected 
from the Triennials. One of the first works acquired under Raff els' stewardship was an 
early work by Bhupen Khakhar, Portraits of my mother and my father going to Yatra 
( 1971 ). Other significant collection additions included an historically significant 
painting by Liu Xiaodong, displayed earlier at the exhibition China Avant/garde in 
1989. Works by Santiago Bose and Dadang Christanto, artists who had participated in 
earlier Triennials, were also acquired in 1998, extending the breadth of the Gallery's 
existing holdings of their work. 
Curatorial taxonomies can pose problems of classification for artists working across 
cultures or in various media. Because QAG' s overall collection was uneven, the 
institution had developed a policy in 1988 encouraging differing curatorial departments 
to acquire works supporting existing collection holdings regardless of the curatorial 
category. This meant that contemporary Asian art was also featured in other curatorial 
departments such as Prints, Drawings and Photographs, and also in Australian Art in 
cases of the Asian diaspora, while the International Art department was also involved in 
the exhibition of such work. In 1998, collaborative efforts facilitated the acquisition, by 
103 Brand quoted in Cathy Goodwin, 'Profile: Michael Brand,' Art lines February-March (1997): 7. 
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other curatorial areas in the institution of photographs by Chinese artist Wang Jinsong, 
and Malaysian-Australian artist Simryn Gill, along with the multi-panelled painting Les 
Vents (1997) by Chinese-Australian artist Guan Wei. 104 The fluid nature of 
contemporary curatorial classifications could later be seen in the Third APT at which 
work by Gill was represented in the Crossing Borders section while Guan Wei was 
grouped with Australian artists. In the 1998-99 financial year, 'a discrete acquisition 
fund was set aside for the purchase of Pacific art' for the first time, and this facilitated 
the acquisition of John Siune's The big fight in Bougainville (1995). Although 
foregrounded at the Triennials there had been minimal purchases of Pacific art as the 
Gallery privileged its Asian collection, so this marked a cautious move into developing 
dd. . 1 f"l 105 an a 1tlona pro 1 e area. 
In 1998 QAG instigated The New Installation, the first rehang of its permanent 
collection since Your Collection Revealed was launched in 1989-90. As a result of this 
initiative, Galleries Three and Fourteen were allocated as permanent spaces for the 
display of contemporary Asian art, creating the first dedicated gallery for such work in 
an Australian public gallery. Gallery Three, which is located on the lower level at the 
end of the W atermall, is an airy and reasonably prominent site leading into Gallery 
Fourteen at the back of the building. The designation of these two spaces ensured a 
permanent presence for contemporary Asian art and was a further indication of its 
significant place within the institution. It allowed for the repeated and regular display 
and interpretation of art from the region, enabling a more concentrated investigation of 
particular works than the Triennials could facilitate. Kamin Lertchaiprasert's complex 
installation Problem-Wisdom ( 1993-95), acquired from the Second APT, was re-
presented in the new gallery following consultation with the artist. The display was 
accompanied by a written publication and corresponding material on the Gallery's 
website. Works by Dadang Christanto and Nindityo Adipumomo were also displayed in 
the Myer Galleries as was a series of major installations by senior artists, commencing 
with Shigeo Toya's Woods 111 (1991-92), followed by Xu Bing's A book from the sky 
(1987-91), while consultation with Nilma Sheikh resulted in a completely new 
installation of her work Shamiana ( 1996). 
104 Simryn Gill was born in Singapore but is frequently referred to as Malaysian-Australian. 
105 Queensland Art Gallery, Queensland Art Gallery Annual Report 1998-99 (South Brisbane: 
Queensland Art Gallery, 1999), 11,26. 
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The Gallery's accrual of symbolic and intellectual capital through promoting 
contemporary Asian art also garnered economic benefits, including another substantial 
donation from the philanthropic Myer family. Compared to other state art institutions 
QAG did not have a history of extensive patronage and bequests, but its move to collect 
contemporary Asia-Pacific art not only brought the institution significant recognition 
but was also profitable in attracting valuable support such as that offered by the Myers. 
In conjunction with its Sidney Myer Centenary Celebration in 1999, the Myer family 
announced the donation of an additional $2 million to the Gallery in May 1999. Michael 
Brand explains the significance of this gift and its impact on the collection: 
The first $1 million, the largest cash gift ever received by the Gallery, is 
earmarked for the immediate expansion of the Kenneth and Yasuko Myer 
Collection of Contemporary Asian Art. The second $1 million has been 
bequeathed for the same purpose from a private Myer family source in the form 
of a permanent endowment. In recognition of this great act of public generosity, 
the Gallery has announced that the two spaces dedicated to the display of 
contemporary Asian art in its 1998 New [collection] Installation will henceforth 
be known as the Kenneth and Yasuko Myer Galleries.106 
The Myer gift enabled the institution to enhance its collection with additional major 
purchases, and Brand remarked that 'the very significant experience in contemporary 
Asian art now accumulated by Gallery staff' would inform these acquisition 
decisions. 107 The first works acquired with the new Myer funds were Nam June Paik's 
The Elements (1989) and Ravinder Reddy's Woman with lotus flower (1998). A major 
painting by Lee U-fan, With winds (1990), was also purchased as a result of Myer 
family funding. The work of influential artists such as Nam June Paik and Lee U-fan 
contributed to the depth of the Myer collection and the two practitioners would feature 
prominently at the APT 2002. 
The Third Asia-Pacific Triennial of Contemporary Art 
In April 1999 QAG unveiled its latest acquisition for the Myer Collection of 
Contemporary Asian Art, a fleshy, larger-than-life golden goddess, Woman with lotus 
flower (1998), by Indian artist Ravinder Reddy. This event coincided with the 
announcement of details of the Third Asia-Pacific Triennial of Contemporary Art, 
106 Michael Brand, 'In the Public Domain - The Kenneth and Yasuko Myer Collection of Contemporary 
Asian Art, Queensland Art Gallery,' TAASA Review 8, no. 3 (September 1999): 8. 
107 Ibid. 
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scheduled for exhibition from 9 September 1999 until 26 January 2000. The Third APT 
was developed on the basis of similar principles which had informed the whole series, 
including a desire to enhance cultural understanding through the long-term engagement 
with Asia-Pacific art, emphasis on artist involvement, and a commitment to co-
curatorship and consultation.108 It was the latter tenet which caused the most debate at 
the Third Triennial. While QAG maintained many aspects of the previous exhibitions 
such as the conference, participatory elements, a strong educational component, and 
visiting artist programs, a number of extra features were incorporated in the 1999 
exhibition. 
Fig 7.9 Ravinder Reddy, Woman with Lotus Flower (1998), synthetic polymer paint, gold 
leaf on polyester resin fibreglass, 212x148x63 cm (overall). 
New developments included the adoption of a theme, 'Beyond the Future', and the 
widening of cultural inclusions to incorporate artists from Pakistan, Sri Lanka, Laos, 
Niue, and the Wallis and Futuna Islands. Electronic media practitioners were included 
through the implementation of a Virtual Triennial featuring online art and presented as a 
component of the MAAP99 (Multimedia Art Asia Pacific) Festival, while a Screen 
Culture section presenting film, video and animation was also implemented. The 
emphasis on audience involvement was increased through the instigation of a Kids 
APT, for which several participating artists specially developed artworks and activities. 
This complemented other educational features such as the APT Lounge and website. 
108 Rhana Devenport, 'The APT3 curatorial process: Negotiating cultural moments,' in Beyond the Future: 
The Third Asia-Pacific Triennial of Contemporary Art, ed. Jennifer Webb (South Brisbane: Queensland 
Art Gallery, 1999), 25. 
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The Gallery also addressed earlier criticisms and acknowledged artists working cross-
culturally or in multi-disciplinary contexts through the presentation of a new curatorial 
section entitled Crossing Borders. 
Crossing Borders was introduced as a way of acknowledging artists working cross-
culturally and releasing notions of culture and identity from the constraints of physical 
geography and national borders. It incorporated 'artists who cross borders in their life 
and work ... and who have a direct relationship and involvement with the Asia-Pacific 
region today' and thus created a space for artists of the Asia-Pacific diaspora. 109 This 
new curatorial category was a means of addressing the physical movement of many 
artists out of Asia during this period. It was also influenced by shifts in thinking over 
the previous decade and reflected the complexities of representing art and artists 
working in transcultural contexts. In this sense it was an avenue of approach pertinent to 
the presentation of contemporary art in other exhibition contexts beyond the Triennials. 
Crossing Borders was also concerned with challenging boundaries of media and art 
practice, and included interdisciplinary projects and new media art. In addition, the 
section presented work traversing zones of time, as well as contemporary expressions of 
indigenous or tribal art revealing innovation within cultural traditions, such as the clay 
relief installation by Indian 'folk artist' Sonabai, an inclusion that some critics found 'at 
odds with the more "globally mobile" backgrounds of other artists in this category' .110 
The section was significant as well as controversial because it extended beyond the 
constraints of national categorisations and acknowledged the fluid, shifting nature of 
contemporary art practice and classifications. 
Larger in scale than the previous two Triennials, the Third APT had a projected budget 
of well over $2 million. The principal sponsor was once again the Queensland 
Government with supplementary funding corning from the Australia Council and in-
kind assistance provided by Singapore Airlines and Network Ten. Additional financial 
and contra support came from corporate sponsors as well as cultural institutes from 
several Asian countries, while the Queensland Art Gallery Exhibitions Development 
Fund was used once again as a source of funding. Recognition of the enterprise as an 
109 Caroline Turner, 'Crossing Borders,' in Beyond the Future: The Third Asia-Pacific Triennial of 
Contemporary Art, ed. Jennifer Webb (South Brisbane: Queensland Art Gallery, 1999), 188. 
110 Maurice O'Riordan, 'The APT - Australian for Art,' The Art News Magazine of India 5, no. I (2000): 
30. 
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important cultural tourism event was acknowledged through assistance from the Sydney 
Organising Committee for the Olympic Games Arts Festival, and Tourism Queensland. 
In addition, Multicultural Affairs Queensland became a new supporter of the project. In 
spite of these significant contributions, funding was a challenging issue for QAG as the 
presentation of the event was costly, while the Asian economic crisis had affected the 
Gallery's ability to obtain support, causing Doug Hall to declare 'money is not exactly 
rolling through the door' at the April media call for the event. 111 Shortly after, the 
institution launched a special fundraising appeal, seeking individual and corporate 
contributors as Friends of the Asia-Pacific Triennial. Internally there were also various 
issues affecting funding. Turner recalls that there were demands from within the Gallery 
that the monies from the Exhibitions Development Fund be allocated to curatorial 
projects other than the Triennials, while the significant revenues earned from 
blockbuster exhibitions in the late 1980s and early 1990s had diminished by the end of 
the decade.112 
The curatorial matrix 
When Rhana Devenport referred to the project's selection processes as 'a curatorial 
matrix', her term gave a sense of the complex, entangled web created by QAG in its 
efforts to demonstrate democratic and consultative decision-making which was a 
fundamental principle of the enterprise. Turner summarised these extensive procedures 
by noting that 'more than 600 Australian and Asia-Pacific based art professionals in 
twenty countries ... have been directly involved during the decade' while 181 curators 
had participated in selecting the art, with many more as advisors and writers. 113 The 
Gallery employed a similar curatorial methodology to the previous Triennial but with a 
greater number of people involved. As each new exhibition in the series grew in scope, 
the number of curators involved in selection processes also increased exponentially, so 
that by the Third APT, 48 curators were employed to choose the work of 77 artists, 
revealing an ideologically well-intentioned but cumbersome, costly and impractical 
selection procedure. Selections were undertaken by five curatorial teams, four of which 
were designated by the geographical groupings, South Asia, East Asia, Southeast Asia 
and Pacific, while the fifth was charged with the task of assembling works for the 
111 Hall quoted in Sandra McLean, 'Contemporary touchstone,' The Courier Mail, 23 April 1999, 45. 
112 Caroline Turner, personal communication with the author, Canberra, 17 May 2004. 
113 Turner, 'Journey without maps: The Asia-Pacific Triennial,' 21,23. 
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Crossing Borders section. Each group was chaired by a senior QAG staff member and 
comprised Australian curators, researchers and advisors who worked together with 
international co-curators.114 
When all Australian curators and eight international selectors met to debate curatorial 
philosophy at a Curatorial Forum held at QAG in February 1998, a designated theme, 
'Beyond the Future', was adopted for the first time in the Triennial series. Although 
rather broad and vague, it was a logical development considering the event's 
presentation at the end of the millennium, and its status as the third project in a series 
which commenced with a focus on influences from the past, or 'Tradition and Change', 
followed by an exploration of the notion 'Present Encounters.' The use of a uniting 
thesis, despite its deliberate ambiguity, was also a means of countering criticisms that 
the Triennials lacked overall clarity of vision, although for some commentators the 
exhibition was still insufficiently coherent. Melissa Chiu asserted that the thematic link 
of time reflected Western constructs and claimed this was an 'obvious example' of the 
'level of control' of 'Australian perspectives and interests' in providing the 'framework 
for the interpretation of artwork' .115 
At the Curatorial Forum, participants were provided with a brief which included 'the 
suggested numbers of artists, the estimated space allocations for each artwork and 
curatorial guidelines for the selection of artists', providing broad parameters for 
inclusions and maintaining an emphasis on 'work produced in the three years prior to 
1999.' Amongst the teams, different approaches were employed. The South Asian 
group, for example, elected to work collaboratively rather than allocating members to 
make selections from individual countries as was the case with other teams, while the 
Pacific panel changed its approach from the previous Triennial and sought to 
concentrate 'on the art of lesser-known locations such as Niue and Wallis and Futuna 
islands'. Selections from the four 'geographically based' zones were undertaken as a 
result of research trips incorporating artist and gallery visits, while Crossing Borders 
114 Devenport notes that another 100 artists were involved through collaborations and performances. 
Curatorial team Chairs were: Dr Caroline Turner (East Asia); Julie Ewington (Southeast Asia); Dr 
Michael Brand (South Asia); Margo Neale (Pacific); Doug Hall (Crossing Borders). A full list of team 
members may be found in Devenport' s discussion of the curatorial process. Devenport, 'The APT3 
curatorial process: Negotiating cultural moments.' 
115 Melissa Chiu, 'Duplicitous Dialogue: The Asia-Pacific Triennial 1993-99,' Art AsiaPacific 27 (2000): 
25. 
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selectors, who received additional input from the other four curatorial teams, 'did not 
take curatorial travel, given the disparate locations of artists under consideration' .116 
As with the previous two Triennials, all final decision-making processes rested with the 
Gallery, ensuring that the final power of inclusion remained with the institution. In mid 
August 1998 team members gave presentations regarding the selection of artists. Final 
recommendations were made to Doug Hall by the Curatorial Bridging Committee which 
was an expanded version of the National Selection Committee and consisted of Gallery 
staff and Australian advisors. In addition to curatorial team chairs, other QAG 
employees included on the Bridging Committee were Rhana Devenport, Anne Kirker, 
Suhanya Raffel, Andrew Clark and Andrew Dudley. Claire Roberts joined previous 
National Committee members to make up the contingent of external participants. The 
extensive curatorial procedures resulted in the official announcement, in April 1999, of 
a list of participating artists from China (including Hong Kong), India, Indonesia, Japan, 
Laos, Malaysia, New Caledonia, New Zealand, Papua New Guinea, Pakistan, the 
Philippines, Samoa, Singapore, South Korea, Sri Lanka, Taiwan (separately named for 
this Triennial), Thailand, Vietnam, Wallis and Futuna Islands and Australia. 
Premier Peter Beattie opened the Third APT on the auspicious date of 9 September 1999 
at an event attended by over 3000 guests. The exhibition, which continued until 26 
January 2000, attracted an audience of almost 155 000, surpassing the total of 
120 000 visitors to the previous APT. Visitors comprised 69% from Queensland, 15% 
from interstate and 16% were from overseas. The exhibition proved to be a popular 
success, with audience survey results revealing 97% of visitors enjoyed the event, 30% 
attended more than twice and 98.5% believed it important for the Gallery to exhibit 
contemporary art of the Asia-Pacific. The project's status as 'more than just an 
exhibition' was recognised not only by the Gallery but also by corporate and 
government bodies. For the first time QAG referred to the event as an important cultural 
tourism attraction. Members of Queensland's peak tourism body QTTC (now Tourism 
Queensland) received an extensive briefing on the enterprise, while the Third APT also 
received a commendation in the Heritage and Cultural Tourism category of the 2000 
Brisbane Tourism Awards.117 
116 Devenport, 'The APT3 curatorial process: Negotiating cultural moments.' 
117 Queensland Art Gallery, Queensland Art Gallery Annual Report 1999-2000 (South Brisbane: 
Queensland Art Gallery, 2000). 
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Almost the entire Gallery was taken over by Triennial artworks which were installed in 
fourteen Gallery spaces and six external settings, with practical considerations 
determining the location of many of the works. Several reviewers commented on the 
dominance of Chinese works, both in number and location, as evidenced by Cai Guo 
Qiang's monumental Bridge Crossing (1999) spanning the Watermall, Xu Bing's New 
English calligraphy signage (1999) draped from the Gallery's fa<;ade, Sang Ye and 
Geremie Barme' s enormous inflatable Hua Biao columns at the institution's entrance, 
and Guan Wei's Feng Shui (1999) gracing the catalogue cover and promotional 
banners. For some critics this was confirmation of government intervention in the 
project because of the importance of Australia's trade relations with China, although 
Chinese artists had also dominated the Aperto section of the most recent Venice 
Biennale.118 Works by Aboriginal artists were included in both the Pacific and Crossing 
Borders sections and reflected the diverse nature of Indigenous Australian art practice. 
Fig 7 .10 Cai Guo Qiang, Bridge crossing - Project for the Third Asia-Pacific Triennial (1999), 
installation comprising aluminium boat, bamboo, laser sensors, rain making device. Dimensions 
variable, components. Bridge: 600x3000x300 cm. 
Third Triennial acquisitions 
Thirty nine works were acquired from the Third APT, an exponential increase from the 
previous exhibitions so that, by 2000, the Gallery's contemporary Asian art collection 
included over 300 works. Although it may have appeared that the bulk of this collection 
was formed from Triennial purchases, and certainly many of its major acquisitions 
118 See, for example, O'Riordan, 'The APT - Australian for Art.', Peter Timms, 'APTiy western Asian 
works,' The Age, 10 November 1999. 
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were, 'just under one third of the Gallery's contemporary Asian collection was acquired 
from the three APTs of 1993, 1996 and 1999' .119 Works by artists from China, India, 
Indonesia, Japan, Malaysia, Pakistan, Sri Lanka and Thailand entered the collection as a 
result of the exhibition while the Gallery's Pacific art holdings were also enhanced with 
several major purchases. Amongst the new works entering the Myer collection were 
Hall of Thirty-Three Bays (nos 1-24) (1995), a suite of 24 photographs by Hiroshi 
Sugimoto, Chen Zhen' s monumental work Invocation of Washing Fire (1999), and 
Mella Jaarsma's Hi inlander (Hello native) (1998-99). Indian artists featured strongly in 
the Third APT acquisitions which included works by Rummana Hussain, Surendran 
Nair and Sonabai, as well as the Ravinder Reddy sculpture mentioned previously. Major 
collaborative pieces including three batiks created by artists from the Indonesian 
Brahma Tirta Sari Studio and Utopia Batik, were acquired as were four porcelain busts 
from the China, China series by Chinese-Australian artist Ah Xian. 
The Gallery was successful in gaining recognition for its contemporary Asian collection 
as well as the Triennial exhibitions. The institution's decision to invest in contemporary 
Asian art, although initially risky, enabled it to build a strong specialist collection 
without excessive financial outlay, as Jose notes: 
By getting in early, the gallery has been able to acquire key works of Asia-
Pacific art at good prices: a total of 248 objects for just under $2m. Again it's 
quite a different strategy from paying high prices for big-ticket works by 
established mainstream artists, such as the $5m that the National Gallery of 
Australia paid recently for a painting by David Hockney. 120 
Turner explains that particular art works were purchased from the APTs for a range of 
reasons. Sometimes works were commissioned with subsequent, or even prior 
acquisition for the collection in mind, while other pieces, such as Katsushige 
Nakahashi's giant fighter plane Zero (1999), which was ritually destroyed at the end of 
the Third APT, were selected purely for the exhibition. 121 Whether or not acquisitions 
resulted from the project, they were considered in terms of the Gallery's Acquisitions 
Policy so that, where possible, there would be important cross-overs with other areas of 
the collection. In some instances particular acquisitions such as the Lee U-fan and Nam 
June Paik, works which did not enter the collection as a direct consequence of the 
Triennials, were acquired to enhance QAG's holdings with works by established major 
119 Suhanya Raffel, 'Geography, indigeneity and dissonance,' Artlink 20, no. 2 (2000): 15. 
120 Nicholas Jose, 'Art to the power of three,' The Bulletin, 7 September 1999, 103. 
121 Caroline Turner, conversations with the author, Canberra, November 2000 and 17 May 2004. 
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artists. In other cases, astute purchasing by the institution of works including those by 
Montien Boonma, Xu Bing and Chinese-Australian artist Ah Xian, enabled the Gallery 
to acquire works at an 'affordable' price by artists with a growing international 
reputatione. Through the development of a profile collection in contemporary Asian art, 
QAG's efforts in establishing a place 'ahead of the game' became a profitable exercise, 
while in a broader context its efforts contributed to 'another phenomenon ... the 
frenzied selection of a new global artistic canon' .122 
The project in perspective: a redundant model? 
By the time of the Third APT, organisers, participants and commentators were looking 
beyond the exhibition itself and considering the evolution and importance of the entire 
enterprise. Caroline Turner referred to the series as a 'journey without maps', arguing 
that when the Gallery embarked on the project it was a move into relatively unfamiliar 
territory, 'an exploration undertaken without preconception', which had evolved and 
changed over time while still adhering to its original aims. She comments: 
The success of the Triennial within Australia and its acceptance in the region 
(which could not have been predicted) have helped to change the way Australia 
sees this region through its contemporary art. Australians have always ... had a 
great appreciation of the historical arts of Asia and the Pacific, but it has taken 
until nearly the end of this century to acquire a similar widespread appreciation 
of its modem and contemporary art ... In 1993 the Triennial could be described 
as a radical project, but by 1999 it had become part of Australia's cultural life, 
and is one of a growing number of projects in Australia which focus on 
contemporary Asian and Pacific art. 123 
Many reviewers agreed with Turner's observations as they analysed the third exhibition 
in the context of the whole series, confirming both its legitimacy and significance and 
designating it as both a popular and critical success. Susan McCulloch-Uehlin claimed 
that 'in the nine years of operation, APT has become the Queensland Art Gallery's 
flagship exhibition, stimulating debate and often controversy over many artistic and 
social issues' and becoming 'the largest regular survey of contemporary Asian art in the 
122 Charles Green, 'Beyond the Future: The Third Asia-Pacific Triennial,' Art Journal 58, no. 4 (Winter 
1999): 81. 
123 The 'journey without maps' is a somewhat ironic descriptor considering the frequent criticism of the 
series as overly focused on representation by nation, and hence governed by 'mapped' territories. As has 
been demonstrated, though, QAG made efforts to shift from this position to place greater emphasis on 
individual artists and notions of cultural fluidity. Turner, 'Journey without maps: The Asia-Pacific 
Triennial,' 21. 
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world' .124 Bruce James described it as 'one of the sassiest festivals of serious art on the 
world cultural calendar ... For many, APT can lay claim to being Australia's most 
genuinely international art exhibition' .125 Recalling the project's uncertain beginnings, 
Sue Smith remarked 'at the time it seemed a brave, even slightly crazy idea to bring to 
Brisbane the mostly unknown contemporary artworks of the East and the Pacific ... But 
from its awkward beginnings the APT has evolved very successfully' ,126 while Louise 
Martin-Chew asserted 'it is no longer revolutionary, but there is little doubt that this is 
Australia's best contemporary exhibition' .127 These remarks reflect a broad consensus 
about the project's national and international importance and a corresponding 
recognition of the increasing status of Asia-Pacific art and QAG's place as an institution 
distinguished by its focus on this domain. 
While the project's positive impact was confirmed by many, there were others who 
believed that, in the intervening years, the Gallery had not resolved fundamental 
problems associated with the enterprise. Benjamin Genocchio, The Australian's Sydney 
art critic, provided one of the most comprehensively damning reviews of the series that 
QAG was to receive. While agreeing that the Triennial project was 'clearly the most 
significant cultural development in this country in the past 20 years', he claimed 'yet, 
after almost a decade of evolution, it is still hopelessly ill-conceived and desperately in 
need of restructuring if it is to retain any credibility'. Genocchio identified several inter-
related issues which had been raised at previous APTs, including unbalanced curatorial 
procedures, lack of exhibition coherence, and selections based on national lines, as 
fundamental problems. 128 
By the time of the Third Triennial, the egalitarian processes of co-curatorship which 
QAG espoused as an innovative feature of the event, had become unbalanced as 48 
curators selected 77 artists, compared to the First and Second Triennials, at which 15 
and 38 curators respectively, were employed to nominate similar numbers of artists. 
Genocchio referred to the curator-intensive model as 'defying logic' and cited the case 
of Vietnam, for which four curators selected three artists, as 'a ludicrous situation' .129 
124 Susan McCulloch-Uehlin, 'Triennial broaches borders,' The Australian, 23 April 1999, 9. 
125 James, 'Keep hold of your socks,' 17. 
126 Sue Smith, 'Volatile communications,' The Courier Mail, 2 October 1999, Weekendl2. 
127 Louise Martin-Chew, 'Linked by an ideal thread,' The Australian, 18 September 1999, Review 23. 
128 Benjamin Genocchio, 'Flawed Asia-Pacific Triennial requires a rethink,' The Australian, 17 September 
1999, 11. 
129 Ibid. 
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The Gallery's repeated response to such claims was that the procedures facilitated 
respectful dialogue, allowing for more culturally diverse perspectives informing the 
selection of works, and avoiding a situation in which the institution dictated the terms of 
artistic engagement. At the Third APT Turner once again defended the Gallery's 
principles of co-curatorship, arguing that 'the very factor some may have seen as a 
criticism of the Triennial model - that is the large interconnecting networks for 
selection and interpretation - has in fact been our strength' because of the way it 
incorporated various viewpoints. 130 Turner also stressed the value of the model as a 
means of training curators and providing increased knowledge of art practice in the 
region, pointing out that a large portion of the original Australia Council funding was 
.f. 11 .c h. 131 spec1 ica y 1or t is purpose. 
Despite these assertions, Genocchio maintained that the institution's actions were a 
form of cultural colonisation, claiming that 'carving up Asia and the Pacific into neo-
colonial zones, each chaired and controlled by a QAG member, artists were selected 
along national lines according to an undisclosed quota system, with Asian curators 
serving as little more than informants' .132 Genocchio's partner Melissa Chiu took a 
similar critical stance, labelling the institution's efforts at constructing dialogue as 
'duplicitous', and arguing that the act of 'selecting curators as national representatives 
effectively limited (limiting) their voices ... to providing information and advice about 
their home countries', positioning them as 'native informants' .133 Chiu' s insertion of the 
term 'native' is highly emotive, evoking a colonial, anthropological framework which, 
while intended as a criticism of QAG, effectively demeans the expertise and agency of 
the many international co-curators including Apinan Poshyananda, Fumio Nanjo and 
Jim Supangkat. 
At the heart of these particular comments is the important question of power relations 
affecting the selection of works. Underpinning Chiu's argument is the question of who 
130 Turner, 'Journey without maps: The Asia-Pacific Triennial,' 22. Turner's explanation of the Vietnam 
situation is that Australian selector Ian Howard who had developed significant local knowledge, 'could 
easily have selected the work single-handed, but he agreed to take a younger Australian curator in a 
mentoring role,' while Vietnamese co-curator Dang Thi Khue, 'herself from the north, asked for another 
advisor to be included from the south, demonstrating the differences that still exist in Vietnam today'. 
Caroline Turner, 'Asian engagements: tubes of bamboo,' Artlink 20, no. 2 (2000): 20. 
131 At the time of the First Triennial there already existed in Australia a number of people with expertise 
in specialised areas of contemporary Asian art practice, some of whom were included in QAG's various 
curatorial teams and some of whom were not. However, this does not mitigate against the need to increase 
and extend that knowledge. 
132 Genocchio, 'Flawed Asia-Pacific Triennial requires a rethink,' 11. 
133 Chiu, 'Duplicitous Dialogue: The Asia-Pacific Triennial I 993-99,' 24. 
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should be 'authorised' to curate in cross-cultural contexts and, in Bourdieu's terms, who 
possesses the appropriate 'legitimacy' and symbolic and cultural capital to be able to act 
as a gatekeeper and to consecrate some works over others. There is no doubt that 
throughout the series all final decisions rested with the Gallery, yet it also appears that 
QAG made a valiant attempt to employ a difficult, complex and costly model in efforts 
to extend some of that power to others. In addition, after every Triennial it sought to 
modify its practices in response to various criticisms. 
It was inevitable that the Gallery's co-curatorship approach would be flawed as it would 
be impossible to create a truly democratic process for such a geographically wide-
ranging exhibition. Moreover, curatorship is inevitably about judgement and selection 
so no matter who was curating there would always be decisions concerning inclusions 
and omissions. Within each country only a limited number of curators or experts from a 
restricted number of regions were consulted and they in tum had the power to 
foreground some artists over others, so gate-keeping practices at whatever level would 
always be operating to some extent. Issues of language, the underdevelopment of 
networks and lack of knowledge of art practice in the region were all factors 
constraining QAG staff when they embarked on the project, yet these were elements 
needing to be addressed over time. Selection activities and negotiations with 
international curators and artists were beneficial in the long term, serving as an 
important means of building understanding and cultural capital, providing valuable 
training, and enabling the institution to more effectively collect and exhibit work from 
the region on a continuing basis. 
At the Third APT, the newness and freshness of the previous two exhibitions was being 
seriously challenged as the event acquired a broad degree of popular appeal and 
achieved a position of orthodoxy. As with any exhibition, diverse critical views were 
expressed about the works on display. Many of the selections were praised 
enthusiastically by reviewers, while politically-based works by Indonesian artists 
Dadang Christanto and Moelyono took on an even greater resonance as the Triennial 
opened at a time of escalating violence in East Timor following an independence vote. 
Despite the immediacy of such works and many positive reviews, these were tempered 
by stinging criticism from others who equated popular appeal with bland content, 
claiming that the project had become more about spectacle and less concerned with 
substance. Genocchio described the display as 'consisting largely of a litany of safe, 
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dull works with little in common', 134 while Peter Timms observed 'I suspect most 
visitors, while enjoying the dash and flourish, will come away quite unsatisfied by the 
lack of intellectual rigour' .135 Jeff Gibson remarked that, despite QAG' s efforts to the 
contrary, the show was marked by a 'preponderance of cultural maps and models', so 
that 'whether by curatorial selection, authentic exegesis, or fickle artistic intent, the 
dominant tendency to "represent" only serves to internalise the once-explicit Benetton 
effect the show's organizers would have hoped to transcend' .136 
While Genocchio offered a harsh evaluation of the project, he did not suggest any 
solutions and certainly there were no simple answers to these issues, particularly while 
the institution elected to focus on the representation of art from a geographical region. 
For many critics there was a sense that, by the third exhibition, the Gallery needed to 
radically alter its strategies. By this time a far greater discourse involving Asia-Pacific 
art existed so that QAG, along with many other Australian and external curators, had a 
more extensive knowledge of regional art practice, although as Turner had suggested at 
the beginning of the decade, it took almost ten years to reach this position of credibility. 
This expertise, along with the institution's increased standing as a venue for the 
presentation and investigation of Asia-Pacific art, could have been drawn on to build a 
smaller, tighter curatorial team, selecting work on the basis of a uniting concept. QAG 
however, oped to remain with the sprawling, inclusive model. This approach was 
effective in developing networks and allowing for multi-faceted perspectives, while the 
scale of the enterprise ensured that the institution would receive national and 
international recognition. On the other hand, it severely affected the coherency of the 
exhibition, conflicting with standard artworld practice which typically demands the 
presentation of a lucid thesis linking works on display. 
The Asia-Pacific effect 
QAG' s decision to differentiate itself by exhibiting the art of a constructed cultural 
whole also drew a range of criticisms as it negotiated the complicated issue of 
representing disparate cultural perspectives in an artworld context. Although the Gallery 
134 Genocchio, 'Flawed Asia-Pacific Triennial requires a rethink,' 11. 
135 Timms, 'APTiy western Asian works,' B.6. 
136 Jeff Gibson, 'Third Asia-Pacific Triennial of Contemporary Art,' Art Forum International (January 
2000): 111. 
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had taken a number of steps to de-emphasise a national basis for selections, including 
the introduction of the Crossing Borders section, by 1999 the series was still tainted by 
views that artists were somehow representing their nation or culture, with all the 
attendant problems of essentialising and stereotyping that this approach implies. While 
works in the Third Triennial were not displayed according to national or regional 
groupings, artists were presented in the catalogue according to country of origin in a far 
more overt manner than in the Second Triennial. Genocchio was disparaging of QAG's 
persistence in maintaining a national framework which he described as 'a kind of 
Olympics of art ... reducing artists and artworks to an illustration of foreign cultures', 
adding that the implementation of the Crossing Borders avenue 'only serves to highlight 
the redundancy of a regional show based on a national model'. 137 
Fig 7 .11 Poster for the Third 
APT featuring Jun-Ji eh Wang, 
Neon Urlaub, 
In its role as the Gallery's main vehicle for presenting and collecting contemporary 
Asia-Pacific art, the Triennial series was both a constraining and enabling model. 
Chapter five has detailed the debate that ensued from the First APT when representation 
by nation was most overt, concluding that one of the disadvantages of this approach is 
that artists can be viewed as representatives of nations, and artworks as 'authentic' 
cultural products. Nevertheless, because a survey show of Asia-Pacific art was unusual 
at the time of its launch, this 'unorthodox' but strategic grouping gained attention from 
the cultural field because of its timely 'newness'. Moreover, the Triennial format which 
entails an extensive, internationally-focused, ongoing event, also functioned as a means 
of attracting broad interest because of its duration, scope and scale. Being included in 
137 Genocchio, 'Flawed Asia-Pacific Triennial requires a rethink,' 11. 
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such an event was a profitable means of accruing artistic legitimacy for emerging artists 
and reinforcing the prestige of internationally recognised ones. 
The APT series coincided with the development of a number of other large-scale 
international exhibitions showcasing work from artists outside Euro-American art 
centres. Together they created an alternative art circuit for artists who may have been 
excluded from similar events in Europe and America, while also providing a conduit to 
such prestigious international exhibitions. Collectively these 'non-mainstream' 
enterprises, located in de-centralised, predominantly non-Western cities, created a 
counter discourse to dominant Western art hegemonies. QAG's Triennials, with their 
geo-cultural emphasis, played a role in this ongoing activity of de-centring 
contemporary art practice. American critic Judith Stein attests to the impact of the 
APTs, remarking 'it is clear that the ... Triennial series is affecting the global discourse 
of contemporary art' 138 while Apinan Poshyananda observed 'it is obvious that the 
impact of the APT has brushed on art organizations in Japan and Singapore'. 139 Thus, 
the Triennial project and the discourse it engendered played a positive role, along with 
other similar enterprises, in unsettling hegemonic power structures, enabling a setting of 
artistic agendas by alternative art 'centres'. 
The scale and structure of the Triennials facilitated the development of new art 
networks and functioned as a strategic means of promoting, legitimising and gaining 
recognition for regional artists who might not typically be noticed in a broader 
international context. While this is not to say that individual artists are incapable of 
being recognised in their own right without being presented as part of a focused 
regional or cultural grouping, it is difficult for any artist to gain access to global art 
circuits. The practical realities of continuing Euro-American domination of the 
international contemporary artworld mean that while greater opportunities now exist for 
international exposure, it is harder for artists far from art centres to have their work 
regularly seen by those in positions of power with the ability to consecrate artists and 
artworks through exhibition, collection and discourse. Susan Cochrane made this point 
when referring to artists from the Pacific, noting 'the Asia-Pacific Triennial is one of the 
very few forums where it is recognised that artists from the Pacific islands have much to 
138 Stein, 'Pacific Basin Futures,' 62. 
139 Apinan Poshyananda quoted in Morrell, 'Cultural Crossfire: The Curatorial Travels of Apinan 
Poshyananda in Asia, America and Australia,' 47. 
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contribute' .140 Pat Hoffie, in referring to the Third Triennial's 'continued use of national 
boundaries as a means of identifying artists', presented a similar argument, proposing it 
'provided a valuable way of alerting audiences to the fact that 'the Pacific' is much 
more than one place or one culture or one language' and that a collaborative work by 
Niue artists 'might not have been included within other frameworks for organising this 
survey exhibition' .141 
This is one reason why the Crossing Borders category engendered extensive debate both 
internally, amongst curatorial team members, and externally from exhibition 
commentators. Amongst the former, there was concern that inclusions of artists already 
well-established in Euro-American art 'centres' would deny spaces for many regional 
practitioners needing the opportunity to be seen in a broader context. At the same time, 
this new curatorial avenue also highlighted the fluidity of art practice as well as the 
complexities of cross-cultural representations within the restrictions of curatorial 
classifications. Hannah Fink suggests that Crossing Borders should have been the theme 
of the whole exhibition as the Triennial 'confirmed the problematical platform of nation 
by labelling some artists as belonging to particular countries and others to a perpetual 
condition of migration' .142 For many practitioners it is important to be presented 'both 
ways,' or rather, in multiple ways so as not to be envisaged in terms of cultural essences 
but to allow for expressions of difference - but a difference encompassing flow and 
change rather than 'a set of fixed cultural distinctions and a grid of emblematic contrasts 
and significations' .143 
For many artists, being presented as part of a cultural grouping can be a means of 
asserting a more powerful voice but it can also operate as a limiting definition when 
practitioners are recognised primarily in terms of their cultural identity rather than their 
work. This issue formed an important area of discussion at the Third APT conference. 
Jen Webb reasoned that, although the Asia-Pacific is a constructed region not existing 
in any 'real' sense, it could be said to exist. She argued that because 'it has been 
constructed in language by powerful agents - major national and geopolitical entities, 
140 Susan Cochrane, 'Regional Perspectives,' in Beyond the Future, Papers from the conference of the 
Third Asia-Pacific Triennial of Contemporary Art Brisbane, 10-12 September, 1999, eds. Caroline Turner 
and Morris Low (South Brisbane: Queensland Art Gallery, 2000), 54. 
141 Pat Hoffie, 'The Third Asia-Pacific Triennial of Contemporary Art,' Artlink 19, no. 4 (1999): 94. 
142 Hannah Fink, 'Fizzle: The Third Asia-Pacific Triennial,' Art AsiaPacific 27 (2000): 22. 
143 Green, 'Beyond the Future: The Third Asia-Pacific Triennial.' 
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major trade and economic entities - there is an effect of Asia-Pacific which allows us to 
talk about it as a Real thing'. Webb continues: 
The Asia-Pacific effect offers artists in the region the ability to speak for 
themselves, to set their own agendas, and to represent themselves rather than be 
represented by old colonialist patterns and practices ... A second outcome of the 
Asia-Pacific effect is that because it is being generated by powerful - and often 
global - institutions, agents and practices, local/regional artists, curators, critics, 
art historians and theorists can claim a legitimated voice. That is, in speaking 
from the space constructed in this hegemonic fashion, they can take on 
something of its authority ... and challenge, the hegemony of 'Euramerican' 
. 1 d h . 144 narratives, va ues an aest etlcs. 
Yasuko Furuichi, Exhibition Coordinator from The Japan Foundation Asia Centre in 
Tokyo, agreed that the 'artificial construct' of Asian or Asia-Pacific art 'has strategic 
value for promoting Asian artists' but doubted whether 'such concepts will contribute to 
the advancement of the art of the Asian region in future'. Citing the growing number of 
international contemporary art exhibitions showing culturally diverse work, Furuichi 
proposed that artists be represented as individuals and observed: 'The time has come for 
exhibitions of Asian art in Japan [and elsewhere] to move into a new phase in which the 
art is appreciated for itself rather than as an aid to understanding the region it comes 
from' .145 
Curator and critic Hou Hanrou also addressed these tensions, suggesting the need to 
move from a 'western-dominated art world' to 'create a genuinely global art scene.' 
Ideally he envisaged this would occur through 
... a process of 'differance' (to use Derrida's term), whereby different cultures 
can engender different interpretations while opening up a kind of in-between 
'Third Space' (following Homi Bhabha), a 'midground' beyond the order of 
nation-states and the separation between east and west ... a place where the 
global and local overlap each other, a place which can be called the 'glocal' .146 
144 Jen Webb, 'Asia-Pacific Art: Beyond the Future,' in Beyond the Future, Papers from the conference of 
the Third Asia-Pacific Triennial of Contemporary Art Brisbane, 10-12 September, 1999, eds. Caroline 
Turner and Morris Low (South Brisbane: Queensland Art Gallery, 2000), 116-17. 
145 Yasuko Furuichi, 'Caught Between Appreciating 'Asian' Art and Understanding the Asian Region,' in 
Beyond the Future, Papers from the conference of the Third Asia-Pacific Triennial of Contemporary Art 
Brisbane, 10-12 September, 1999, eds. Caroline Turner and Morris Low (South Brisbane: Queensland Art 
Gallery, 2000), 111. 
146 Hou Hanru, 'On the midground: Chinese artists, diaspora and global art,' in Beyond the Future: The 
Third Asia-Pacific Triennial of Contemporary Art, ed. Jennifer Webb (South Brisbane: Queensland Art 
Gallery, 1999), 191. 
271 
Although Australia/Brisbane/QAG was contested as a location for the sort of major 
presentation of Asian art exemplified by the Triennials, the project created a space at 
which such concerns might be debated and played out. 
Expo art 
Marion Pastor Roces also investigated the issue of national representation and the 
creation of alternate spaces for the negotiation of cross-cultural interactions. In a 
provocative Triennial conference paper she drew a comparison between 19th century 
international expositions and large-scale contemporary exhibitions such as the APTs, 
and coined the 'ironically expressed' term, 'expo art', defined as work specifically 
created 'for the purpose of participating in an international event'. Pastor Roces argued 
for the need for an analysis of such works as 'more authentically ... phenomena of the 
international exhibition/universal expo, than they are about, or of, wherever it is we 
think we come from'. As an example she cites the instance of artists from the 
Philippines who were committed painters but saw it as 'necessary or rewarding to 
suddenly become installation artists' once they were invited to participate in 
international exhibitions.147 
Pastor Roces' discussion was unsettling because it shifted attention 'from the society of 
the maker' to 'the dynamics that caused or occasioned the making', lifting a veil on 
artworld processes and interactions that are usually collectively ignored, or in 
Bourdieu's terminology, 'misrecognised' .148 One way of considering the deliberate 
production of 'expo art' is that it might somehow be less 'authentic' because of the 
influence of the site of presentation on the production of work. A corollary of this is that 
the Triennials and QAG's subsequent acquisitions might not truly represent 
contemporary art practice in the region but would instead be characterised by works 
attuned to the demands of the international exhibition circuit, reflecting a suitable blend 
of elements of 'difference' presented in a contemporary format. Such a cynical 
viewpoint, though, is too simplistic and does not take into account the multiple factors 
influencing the production of any work of art - from the practitioner's creative vision to 
147 Marion Pastor Roces, 'Consider Post Culture,' in Beyond the Future: Papers from the conference of the 
Third Asia-Pacific Triennial of Contemporary Art Brisbane, 10-12 September, 1999, eds. Caroline Turner 
and Morris Low (Brisbane: Queensland Art Gallery, 2000), 35. 
148 Bourdieu, The Field of Cultural Production, Pastor Roces, 'Consider Post Culture,' 35. 
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the pragmatics of media, materials and markets - a matrix outlined in detail by Howard 
Becker in Art Worlds. 149 Artworks are not 'pure products' created in isolation and 
notions of authenticity are inherently problematic because cultural producers are 
inevitably subject to multiple influences, with the 'expo art' factor being one of many 
such stimuli. One could consider degrees of influences and pressures on the production 
of a work of art but these would be difficult to pinpoint. 
Pastor Roces' intent, however, was not to challenge artists' integrity but to shift the 
emphasis of Triennial discourse from national representation to the power structures 
and artworld operations occurring in such large-scale international events. Furthermore, 
she argued that the power of the 'international event' is not necessarily malevolent and, 
as has been indicated above in the discussion of the 'Triennial model', inclusion can be 
profitable in many ways. These constructed spaces operate as contact zones where 
artists make quick transformations according to market demands and Pastor Roces 
suggests that this might be a more suitable site in which to understand differences, 'not 
in terms of isolated pure essences from our homes', but in this very specific and 
intentionally crafted space. Pastor Roces' challenging comments provided a means of 
considering the APTs from an alternative perspective. Her focus on underlying 
structures is an example of the way in which debates concerning the representation of 
contemporary art, positioned in relation to nation and culture, unsettled existing 
exhibition and display systems and challenged inherent assumptions underpinning 
Western-dominated institutional art practices. 150 
The focus of the Triennial enterprise, and QAG' s investment in collecting 
contemporary art from the region, relied on presenting various 'differences' - Asia-
Pacific art as distinguished, for instance, from Australian, Euro-American art, or 
historical Asian art. Yet in its representation of such work the institution needed to 
balance a 'commitment to the value of difference' with an acknowledgement of cultural 
fluidity. These processes created a tension in which 'the inclusion and celebration of 
microcultural difference sits increasingly uneasily with the critical interrogation and 
analysis ... of the assumptions underlying definitions of that same difference' .151 The 
Triennial project used a model that aimed to incorporate multiple voices and 
perspectives, but such a pluralist approach led to criticisms of lack of coherency and 
149 Howard S Becker, Art Worlds (Berkley, Los Angeles & London: University of California Press, 1982). 
150 Pastor Roces, 'Consider Post Culture,' 36. 
151 Green, 'Beyond the Future: The Third Asia-Pacific Triennial.' 
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concerns over the degree and nature of consultation, just as had been the case with 
similar exhibitions of Aboriginal art at the Gallery. Although the Triennial was a flawed 
model, it was nevertheless effective in creating a space that unsettled various 
orthodoxies, playing a role in legitimising Asia-Pacific contemporary art practice and 
accruing substantial symbolic capital for the institution. For QAG, there were no clearly 
defined solutions in traversing this path, characterised by a progression of actions and 
revisions, arising from the discourse and 'dialogue', a much abused-term but 
appropriate in this context, generated by the project. In this way it was genuinely a 
'journey without maps', but one which negotiated significant outcomes. 
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CHAPTER 8 
Conclusion 
Fig 8.1 Illustration of the Queensland Gallery of Modern Art. (Image by Architectus) 
In late 2006, when the Queensland Gallery of Modern Art (QGOMA), located alongside 
the existing Gallery, is scheduled to open, 'the two-site Queensland Art Gallery will 
become the second largest public art museum in Australia'. 1 QGOMA has been 
established to house the Gallery's expanding collections, including its holdings of 
Aboriginal and contemporary Asian art. The distinctive new building, designed to 
incorporate aspects of Queensland vernacular architecture, is being constructed as a 
separate building because of a 'desire to expand the Gallery's public identity' .2 Doug 
Hall claims that the new building, which is double the size of the existing gallery, is a 
reward 'for our own success' .3 
QAG' s position in the artworld has shifted significantly since it was relocated to 
permanent premises at South Brisbane in 1982. At that time the overall collection was 
patchy with limited holdings of both Aboriginal and Asian art, even though there had 
1 Queensland Art Gallery, Queensland Gallery of Modern Art (2005 [Accessed 2 December 2005]); 
available from <http://www.qag.qld.gov.au/qgma>. The new institution will exceed the AGNSW and the 
NGA in size and only the NGV will be larger. This focus on size, rather than the collection within, is 
reminiscent of the publicity surrounding QAG' s move to the South Brisbane site in 1982, when the 
architecture and scale of the new building received considerable attention. The Queensland Government 
will fund the construction costs of over $100 million. 
2 Queensland Art Gallery, Queensland Gallery of Modern Art Frequently Asked Questions (2005 
[Accessed 2 December 2005]); available from 
<http://www.qag.qld.gov.au/qgma/Frequently_Asked_Questions>. 
3 Hall quoted in Rosemary Sorensen, 'Art of the angst,' The Courier Mail, 19-20 March 2005, BAM 4. 
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been stated interest in developing these areas. From the institution's formation in 1895 
until the early 1980s, factors such as a lack of permanent premises accompanied by 
limited staffing, funding and patronage had affected QAG' s ability to develop a strong 
and distinctive collection. Yet by 2000 the Gallery had 'made its mark' and was 
recognised nationally and internationally for its leading role in the presentation of the 
Asia-Pacific Triennials of Contemporary Art, while its collection of Indigenous art, 
presented in a dedicated and prominent space near the Gallery's entrance, had expanded 
substantially and was given a high profile within the institution. Both these collection 
areas will have a significant place in QGOMA. 
This study of collecting decisions, curatorial classifications, exhibition and display 
strategies at QAG has revealed how Aboriginal and Asian art have attained such a 
prestigious place within the institution. I have demonstrated how the Gallery garnered 
recognition and symbolic capital from its various initiatives in these collection areas. By 
providing a detailed and disinterested history of a major Australian gallery at a time 
when institutions were being influenced by the principles of the new museology, and 
when the Euro-American dominance of the artworld was being challenged, this 
dissertation contributes to the field of museum studies, curatorship and art history. 
Throughout this study I have examined issues arising from the presentation of the art of 
'other' cultures in both temporary exhibitions and permanent displays, and I have 
examined the complexities involved in the practical application of curatorial philosophy 
in the domain of cross-cultural representation. 
As Bourdieu has argued, 'making one's mark' in the artworld involves 'winning 
recognition ... of one's difference from other producers, especially the most consecrated 
of them; it means ... creating a new position' ahead of the vanguard. 4 This can be 
achieved through the presentation of work which is perceived as being distinctively 
different and which overturns existing orthodoxies. In examining collection directions, 
QAG looked at the 'space of possibles' to determine what opportunities existed for the 
institution to distinguish itself amongst other art museums and, as I have demonstrated, 
the Gallery has been particularly successful in making a name for itself as a result of its 
astute move to focus on contemporary Asian art. This decision was informed by a 
complex set of circumstances in which the disposition of Gallery personnel to seek a 
4 Pierre Bourdieu, The Field of Cultural Production, ed. Randal Johnson, 2000 ed. (Cambridge: Polity 
Press, 1993), 58. 
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niche area in which QAG could differentiate itself through its collection coincided with 
historically specific factors such as Australia's economic and political interests in Asia, 
along with personal and institutional connections in the region. A major catalyst for this 
shift was the appointment of a new Director and Board of Trustees in 1987, and a 
subsequent revision of policies. 
Although timely, QAG's move into presenting and acquiring contemporary Asian art 
was initially risky. Ironically it came about because of the limitations in the Gallery's 
overall collections which led the institution to consider ways of boosting its position. 
For other more prominent art museums with comprehensive holdings there was less 
impetus to change, even though the Asia-Pacific Triennial initiative was 'a project 
waiting to be done' .5 The APTs have been instrumental in enabling QAG to develop 
legitimacy and prominence in the field of contemporary Asian art. The scale and scope 
of the Triennial program, initially envisaged as a series of three large-scale survey 
shows, has been an important factor in attaining national and international kudos and in 
garnering recognition for the institution. 
Bourdieu stresses the relational aspects of artworld operations and proposes that they 
constitute a social space in which institutions are positioned according to the degree of 
symbolic capital they possess. The success of the Triennials enabled QAG to enhance 
its position and to be recognised as a significant player in the field of contemporary 
Asian art. The Gallery's decision to acquire works from the APTs enabled the institution 
to establish a substantial collection of contemporary Asian art 'ahead of the game'. 
QAG was not the only Australian institution involved in presenting contemporary Asian 
art in the 1990s, nevertheless the Triennials contributed in a significant way to a greater 
awareness of art practice in the region. In the latter years of the decade, works by 
contemporary art practitioners from Asia were far more prevalent in major Australian 
art institutions, in displays of both Asian and international contemporary art. 
I have shown how a significant discourse was generated by the Triennial series and how 
QAG received considerable praise for contributing to the recognition and legitimisation 
of contemporary art practice within the region. The APTs provided opportunities for 
many artists previously marginalised from mainstream Euro-American-dominated 
5 Doug Hall, 'Foreword,' in The First Asia-Pacific Triennial of Contemporary Art, ed. Janet Hogan (South 
Brisbane: Queensland Art Gallery, 1993), 6. 
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artworld circuits. Moreover, the Triennials and the related discourse engendered by the 
exhibitions challenged perceptions that collectively .such work is derivative of trends 
occurring in more prestigious Euro-American art 'centres'. The APTs also afforded a 
conduit through which practitioners could communicate to a wider audience, gain 
prominence within international art circuits and make a name for themselves beyond 
their own immediate region. 
At the same time, however, the Triennial project was criticised because it was perceived 
by some critics as a thinly veiled tool of Government political and economic interests in 
the region. This had the effect of unsettling perceptions of artworld independence and 
even suggested a form of neo-colonialism. I have argued, however, that the APTs came 
about because of a coalescing of various factors and that a practical reality of mounting 
large-scale exhibitions is that art museums must inevitably seek various forms of 
external funding. The Gallery's claim that it would not dictate terms of engagement but 
would incorporate plural perspectives in curatorial selections was manifest through a 
model of co-curatorship which, although well-intentioned, became increasingly more 
complex and unwieldy with each Triennial. The decision to adopt a broad survey model 
and the representation of artists by nation were also problematic aspects of the series 
which the institution sought to address in subsequent exhibitions as I have shown in 
Chapters five and seven. 
As Bourdieu points out, the operations of the cultural field are constituted by a dynamic 
movement from heterodox to orthodox positions between players. The artworld is 
marked by efforts to attain legitimacy, prestige and recognition, accompanied by a 
constant search for the new, and a need to position oneself as a leader in the field. 
Because art museums increasingly straddle both the domains of both popular and 'high 
art', this is tempered by need to maintain a solid and prestigious collection of 
established work. In the space of only six years, from 1993 until 1999, the APTs which 
successfully achieved both popular and 'industry' appeal, shifted from representing a 
substantial curatorial gamble to being considered a prestigious national and 
international event. By the Third APT, however, commentators were calling for 
something different and new as the Triennials had reached a position of orthodoxy and 
QAG was faced with the dilemma of where to go from this point. The Gallery 
maintained its commitment to exhibiting and collecting work from the region by 
presenting a fourth Triennial four years later. 
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APT 2002 represented a different, more consolidated and contained exhibition which 
replaced the sprawling survey model of previous APTs with a comprehensive display of 
work by a smaller number of artists. Attention was given to influential practitioners, 
including 'key avant-garde international figures - Nam June Paik, Yayoi Kusama and 
Lee U-fan' - as well as other senior artists and established names.6 These selections 
provided a sense of historical weight to the exhibition, countering prior criticisms of 
lack of depth and historical foundations for the event which I have discussed within this 
study. QAG's Head of Asian Art Suhanya Raffel acknowledged that, by the Third APT, 
the elaborate model of co-curatorship could not be maintained as 'this generous 
reciprocal framework was bursting at the seams'. Moreover, she asserted that the 
cultural capital the institution had accrued gave it the requisite expertise and legitimacy 
to curate the exhibition in-house and that, just as earlier APTs had broken 'new ground', 
the different format employed for APT 2002 would 'continue to disrupt expectations' .7 
Nevertheless, the Gallery was criticised for presenting ':1 conservative regional art 
history and a tenuously connected grouping of artists, for merely representing the 
'known' and delivering an exhibition which lacked the excitement of the new which had 
characterised the earlier Triennials. 8 In this sense the cycle of artworld operations was 
being perpetuated as the APTs moved to a position of orthodoxy, yet QAG was still 
being exhorted to seek out once more, dynamic and different work which would 
distinguish the institution from others in the field. 9 
During the last 20 years QAG has also considered various ways in which it could 
develop and differentiate its Indigenous art collection as I have demonstrated in 
Chapters three, four and six. In Chapter three I showed that, in the early 1980s, the 
institution judged the emerging Papunya Tula art movement to be 'of major 
significance' and considered the potential and 'profitability' of developing a 
comprehensive collection of this work. 10 If QAG had committed resources to this area, 
6 Suhanya Raffel, 'The Asia-Pacific Triennial of Contemporary Art 2002 - An Introduction,' in APT 2002 
Asia-Pacific Triennial of Contemporary Art, ed. Lynne Seear (South Brisbane: Queensland Art Gallery, 
2002), 8. 
7 Ibid., 17. 
8 See Stuart Koop, 'Asia-Pacific Triennial of Contemporary Art 2002: Free tai chi classes with green tea,' 
Eyeline, no. 50 (Summer 2002-2003). Louise Martin Chew described the exhibition as 'safer' than 
previous Triennials and Morgan Thomas identified it as 'more unashamedly curated than its 
predecessors'. Louise Martin-Chew, 'Peace, love and understanding,' The Weekend Australian, 28-29 
September 2002, Review 13, Morgan Thomas, 'Asia-Pacific Triennial of Contemporary Art 2002: We are 
not the world,' Eyeline, no. 50 (Summer 2002-2003): 32. 
9 By this time QAG was starting to give greater attention to developing its holdings of Pacific art. 
10 Queensland Art Gallery, 'Australian Art Collection - Acquisition Policy,' (Brisbane: Queensland Art 
Gallery, 1984 ), 8. 
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it could have built an important Indigenous collection 'ahead of the game'. However, 
the Gallery elected to direct its attention elsewhere. During the 1980s, as various forms 
of Aboriginal art gained in legitimacy and came to be considered as an important 
component of Australian art, major public galleries became more committed to building 
substantial Indigenous collections. Despite new policy directives formulated in 1988 in 
which QAG sought to develop Indigenous art into a profile collection, the Gallery was 
initially not as active as many other art museums in building its Aboriginal art holdings. 
A logical domain in which the institution could create a distinctive collection of 
Aboriginal art was in representing the art of Queensland Indigenous practitioners, hence 
the institution also nominated Queensland Aboriginal art as a profile collection area in 
its 1988 Acquisition Policy. With the presentation of the ground-breaking exhibition 
Balance 1990, the work of many Murri artists was exhibited in the Gallery for the first 
time and numerous works were subsequently acquired for QAG' s collection. As I have 
argued in Chapter four, the exhibition was significant for acknowledging the work of 
Queensland practitioners and breaking down notions of cultural authenticity. Balance 
was also noteworthy because it incorporated Aboriginal viewpoints rather than 
imposing a singular institutional perspective. The exhibition employed collaborative 
and pluralist approaches and demonstrated the importance of the 'processes' of 
production in mounting cross-cultural presentations. Moreover, the project highlighted 
the need for a greater Indigenous presence in the Gallery, not only in the form of 
artwork, but also through staffing and visitors. 
Although the Gallery acquired some important Indigenous works in the early 1990s, I 
have argued that there was inconsistency in the implementation of acquisition policies, 
which two internal reports confirm. These reviews stressed the need for a more 
'measured and developmental approach' to building the Indigenous collection so that 
Aboriginal art could develop a greater 'sense of place and identity' within the 
institution. 11 As various forms of Indigenous art continued to proliferate, QAG also 
needed to find a balance between building a broadly representative collection and 
creating a distinctive collection focus, particularly in the area of Queensland Indigenous 
art. 
11 Queensland Art Gallery, 'Frameworks for the Future: The Decade Ahead,' (South Brisbane: Queensland 
Art Gallery, 1992), 3, Chris Saines, 'Review of the Strategic Development of the Queensland Art Gallery 
Collection for the period July 1990 to December 1991,' (Queensland Art Gallery, December 1991 ), 3. 
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The appointment of the inaugural Curator of Indigenous Australian Art, Margo Neale, 
in 1995 and the formation of a dedicated curatorial area meant that there was greater 
capacity to address these issues. Chapter six reveals that, from 1995, the collection 
expanded with some major acquisitions, particularly of early Papunya Tula works, 
bringing QAG' s collection more in line with those of other state galleries. The Gallery's 
concentration on established artists was reinforced with the presentation, in 1998, of a 
major retrospective and touring exhibition of the work of Emily Kame Kngwarreye. In 
honouring this artist who had achieved a position of eminence and orthodoxy, QAG was 
in turn boosting its own status and national profile. I have argued that value systems are 
communicated by an institution's acquisitions as well as in the ways in which works are 
classified and displayed. The physical re-location of Indigenous art into a dedicated 
space at the front of the Gallery, in 1998, demonstrated the significance of this area of 
the collection to the institution and also reflected the symbolic shift in the status of 
Aboriginal art within the artworld, although QAG was slower than several other 
institutions in according Aboriginal art such a prominent position. 
The Gallery also had a mandate to profile the work of Indigenous artists from the state 
yet by 2001, although the overall collection comprised diversity across all media, there 
were still major weaknesses in the representation of Queensland works. In addition, the 
institution had not yet developed a major exhibition focusing exclusively on art by an 
individual or grouping of artists from within the state. This did not occur until 2003 
when QAG presented Story Place: Indigenous Art of Cape York and the Rainforest. 
This comprehensive exhibition provided an opportunity for the Gallery to acquire a 
substantial number of works for its Indigenous collection and draw attention to the 
diversity and strength of work by north Queensland practitioners. 
In any art museum there are often discrepancies between philosophical perspectives and 
their practical implementation. QAG is no exception and, despite various policies, plans 
and reviews, the institution did not achieve all it intended for its Indigenous collection. 
In consolidating this area in the latter years of the 1990s, the Gallery again had to assess 
the value of concentrating on established names or risk devoting resources to 
developing fields. The institution gave greater emphasis to the former area but, as I have 
demonstrated, this came at the expense of foregrounding the work of Queensland 
practitioners. Although several Queensland Indigenous artists have achieved national 
and international recognition, for many other practitioners artworld access and 
281 
legitimisation has been more difficult to attain. Luke Taylor observes that 'the history of 
acceptance of Aboriginal art appears to reveal a succession of problems of definition' as 
various forms of Indigenous art practice including the paintings of Albert Namatjira and 
the Hermannsburg School, the Papunya Tula painting movement and the work of 
'urban' artists, 'have all had the status of their art queried on the basis that it did not 
conform to existing Australian or world art formulations of what indigenous art should 
be' .12 Many Queensland Indigenous artists have been affected by this 'problem of 
definition' as much art practice in Queensland has suffered from perceptions that it 
lacked 'authenticity'. QAG has the power to play an important role in the legitimisation 
and de-marginalisation of such work, since through its selections and omissions the 
institution can reveal what it values. Although the Gallery made some efforts to acquire 
the work of Indigenous artists from the state, it might have achieved much more in this 
area. 
One issue addressed within this thesis is whether artists benefit from being presented as 
part of a cultural grouping, as individuals, or in multiple contexts. I have argued that the 
structures of the artworld operate such that it is necessary to 'gain entry' into exhibition 
circuits in order for artistic excellence to be recognised. These processes are not always 
'democratic' and globally inclusive, and therefore it is sometimes advantageous or 
politically strategic for an artist to be represented as part of a cultural whole. 
Nevertheless, for many practitioners from 'other' cultures it is preferable not to have 
their work solely conflated with nation or ethnicity as this risks essentialising and 
exoticising. It is important then that practitioners have a voice in how they are 
represented in art museum contexts, while from an institutional perspective, often it is 
most effective to represent such work in multiple ways. 
The principles of the new museology encourage a consideration of multiple voices and 
perspectives within the space of the art museum, but in presenting work by Aboriginal 
practitioners and artists from the Asia-Pacific region, QAG found that implementing 
these ideals was a complex, lengthy and sometimes difficult task, as I have shown 
throughout this study. Nevertheless, the Gallery's achievements in cross-cultural 
representation revealed in exhibitions such as Balance, Emily Kame Kngwarreye and 
the APTs, occurred through the processes underpinning the projects as much as in the 
12 Luke Taylor, 'Introduction,' in Painting the Land Story, ed. Luke Taylor (Canberra: National Museum 
of Australia, 1999), 12. 
282 
final exhibitions. These processes involved a negotiation of differing points of view and 
led to diverse outcomes, some of which unsettled predetermined perceptions of 
exhibition practices. 
QAG repeatedly encountered criticism in its efforts to negotiate this complex territory -
Balance was criticised for insufficient consultation, the APTs were seen as employing 
an unwieldy co-curatorship model, and commentators remarked on the lack of curatorial 
unity in all these exhibitions. Pluralism inherently implies a recognition of contradicting 
positions which can mitigate against the curatorial unity or aesthetic balance 
characterising most exhibitions, but at the same time the dissonance created can 
generate genuine dialogue about different ways of seeing. Ironically, when QAG moved 
to presenting a more conventional and coherent curatorial approach for APT 2002 it was 
chastised again for losing the sense of dynamism and the unexpected which had arisen 
from the inclusion of diverse and sometimes dissonant perspectives in previous 
Triennials. Commenting on the APT 2002, Stuart Koop laments that 'the best thing 
about the APTs in the past was the uneven terrain, the catholic choice, the festive and 
chaotic feel, in short, the real and actual engagement of the region according to many 
different terms of reference' .13 
QAG's cross-cultural initiatives can be described as a 'journey without maps' because 
there is no straightforward formula that can be applied to the presentation of disparate 
displays of the work of 'other' cultures. This study is significant in examining a 
particular, historically situated example of how cross-cultural representation has been 
applied in practice - a 'particular case of the possible' 14 - and in revealing the 
complexities of such processes. Balance, Emily and the APTs were different kinds of 
exhibitions and the Gallery used a number of approaches and display strategies in each 
with varying degrees of success. Because the Triennials formed a connected series of 
exhibitions, this enabled QAG to modify its curatorial procedures in response to 
feedback and critical dialogue and, however flawed its efforts, the institution sought to 
be inclusive and incorporate alternate perspectives in exhibition processes. 
Cross-cultural exhibitions raise questions of agency and 'translation'. Whatever an 
institution or curator's exhibition rationale, in presentations of the work of 'other' 
13 Koop, 'Asia-Pacific Triennial of Contemporary Art 2002: Free tai chi classes with green tea,' 31. 
14 Pierre Bourdieu, Practical Reason: On the Theory of Action (Cambridge: Polity Press, 1998), 16. 
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cultures, mis-communication can occur if 'the museum does not recognize and 
acknowledge that, in mediating between different communities and cultures, it is 
securely situated only within one' .15 As a result, art museums are faced with questions 
of how to extend the space of power, who speaks for whom, who should be allowed to 
curate and what determines their credibility to do so? In practical terms, as I have 
illustrated, there are no simple solutions. While the employment of an Indigenous 
curator and extensive consultation with a cultural community may be feasible in many 
instances, such processes can be complicated and unwieldy in large-scale, multi-cultural 
survey shows such as the Asia-Pacific Triennials. Whatever the circumstances, 
however, there is a need for such transactions to be negotiated so that communication 
processes become integral to the final exhibition. Through these 'entangled relations' 
the museum can operate 'as not simply the stage upon which a single culture is 
presented for another, but where the relationship between the two is acted out' .16 
James Clifford conceives the museum as a 'contact zone' where, although there might 
not be 'relations of equality ... processes of mutual exploitation and appropriation may 
be at work' .17 The movement of work by artists from marginalised cultures into art 
museums does not necessarily entail a disempowerment where artists 'are spoken about 
and spoken for' .18 Artists are not without agency and the exhibition can function as a 
site in which cultural knowledge and political agendas can be brought to the fore. 
Although the institution still retains the final authority in exhibition practices, if it is 
willing to engage in collaborative practices and reveal the processes behind the 
construction of an exhibition, there is greater opportunity for critical dialogue in the 
complex arena of cross-cultural representations, as this study of QAG's initiatives in 
this domain reveals. 
15 Moira McLoughlin, Museums and the Representation of Native Canadians: Negotiating the Borders of 
Culture (New York and London: Garland Publishing, Inc, 1999), 50. 
16 Ibid., 51. 
17 James Clifford, Routes: Travel and Translation in the Late Twentieth Century (Cambridge, 
Massachusetts and London: Harvard University Press, 1997), 194. Nicholas Thomas' examination of 
these ideas in the context of cultural relations and exchanges 'on the colonial peripheries' is evident in 
Nicholas Thomas, Entangled Objects: Exchange, Material Culture, and Colonialism in the Pacific 
(Cambridge, Mass and London: Harvard University Press, 1991), Nicholas Thomas, Possessions: 
Indigenous Art/Colonial Culture (London: Thames and Hudson, I 999). 
18 Tony Fry and Anne-Marie Willis, 'Aboriginal Art: Symptom or Success,' Art in America 77, no. 7 (July 
1989): 115. 
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